DOCUNENT RESUAE

ED 126 518*\ . 1 CS 202 849

AUTHOR Wadley, Susan S., Ed. .

TITLE Folk Literature of South Asia. ,

INSTITUTION. . Michigan State Univ., East Lansing. Asian Studies
r Center.

PUB DATE 75

NOTE - 173p. ) '

JOURNAL CIT Journal of South Asian Literature; v11 n1,2 Entire

Issue.Fall, Winter, 1975 ° . :
EDRS PRICE MF-$0.83 Plus Postage. HC Not Available from EDRS.
DESCRIPTORS *Asian Studies;- *Folk Culture; Folk Drama; Legends;

Literary Criticisn; *Literature;-Mythology; Non
Western Civilization; Poeiry; Prose
IDENTIFIERS *Folk Literature y

’

.
i
i

ABSTRACT . ‘ ; .

. ) The collection of articles in this vclume focuses dn
dif ferent kinds of fclk literature fronm Bendal, Tamilnad, Bihar,
HJindi-speaking.North India; and Népal. An introductory article by
S.S. "Wadley discusses types of folk literature in Karimpur. The
remaining ‘articles are organized according to cultural themes: "The
Lustful Stepmother in the Polklore of Northwestern India™ by V.P.
vatak and S. Vatuk; "Songs of Social Distance" bY¥ D. Jacobson; "North
indian Wedding Songs® by E.0. Renry; ™A Praise-Poem for Murugan" by
B.E.F. Beck; "2 Few Bengali Vaisnava Folk Songs" by R.D. Munda; "The
Mundane and Frosaic in Bengali Folk Songs" by E. Friedlander;
"Selections from 'Jarigan,' the Folk Epic of Muslim Bengal" by M.PF.
Dunham; "Twelve Jadur 'Songs" by N, Zide; "Three Nepalese Jokes" by J.
Fisher; and "Four Folk Tales of the Gorum™ by A.R.K. Zide. ‘(JH) 5

.

. . , .o % :
» - : - 5. ' .
*********y**********f%********************i**é**********************3*
Documents acquired by ERIC include many informal unpublisﬁed
* materials not available. from other soutces: ERIC makes every effort
* to obtain the best copy availdble.‘Nevertheless, items of marginmal
* reproducibility dre often encountered and this affects the quality
* of the misrofiche 'and hardcopy teproductions ERIC makes available
*
*
*
*

»

.via the ERIC Dbcument Reproductidn Servide (EDRS). EDRS is not ,
onsible for the guality of the original decument, Reproductions

supp by EDRS arg'the best that can be made from the .original.
K ok A KA R K K KRR KRR AR AK ook koo ook Kok KKK KoK ok oK ok oK ok ook ok ok ok oKk ok Fok ok
» - '5 N L]

*

*
*
*
*
*
*
*
%
*




N /M;*ﬁ

k'\‘,_w " - ¢ .

" literature on which t hey dr is e%%}nsive. From this one idea of 'woman, hw‘}

we move to Jacobson's paper - which we see women's concern with affinal (\
relationships as found in various songs focu51ng on the distinctions between
husband's housé and father's house. Henry s paper on women's marriage songs ]
is specific in terms of the context of their occurrencey but broad‘ in terms \ .

of the cultural and soc1al themes found 4An thé many song feasts surrounding

.a marriage. \\\ \ - .

nud‘/
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Brenda Beck's tramslation and commentary on a Tamil poem in praise
of Murugan provides a transition point to the next series of articles, which
are concerned w1th broader social themes{ in the Murugan poem, those of

' fepaleness' w1feness ‘coexist with issues of caste, ‘purity, eating

habits, -gods' versus men, nature versus culture. Lover-beloved themes as [y
, well as-implicit nature-culture onds link Munda's translation of Bihari \ )

baaxti songs to the precéding JTamirl poelh. Devotional themes from another - ,yj

religious traditiqn (I I pervade the selections from Jarzgen provided
'by‘M. F. Dunham, —

spiritual' cohcerns of

qually t of much . -

folk literature -- social 'and political developments, local events, étc. .
These‘themes, ‘though with fewer overtones of change, are also foﬁn\hin the - w
Wuddari songs t¥anslated by N. . If sp1r1tuality dominat ed middle '
section of this volume, the 'mdézgze\—dEfswitely takes over the end, paxti-

. cularly in the Nepalese jokes of James Fisher, most notable for their N

obscene humor, Ard three of the fales translated by Arlene Zide bring out//;>

Eva Friedlander moves us consciously from\ he
devot ional songs, to the prosaic themes which are

similar t hemes : trickery involving food; an unaéceptable (ghost) husband;
and the stupidity of the old.
o0 A |
On a broader scale, we see a different thepatic-unity -- the concern L. ‘i
with pyoper action versus improper: action, with'socially acceptable themes .
versus the socjally unacceptable ones which continuously reappedrs’ through- . .
out shis volume -- for example, the step—mother attacking-her stepson; the
obscene songs sung by women at weddings; and ambiguous status of Murugan s
econd &ifé; the Nepalese jokes, and Gorum tales, Clearly di ereng modes
f folk literature have varying. roles in d with the proh}ems of

culture. "The folk operas and praise po nﬁz:o se proper action and
esol

improper action and provide some kind of i&n .the jokes, tales, and
obscene songs themselves provide no resdl
of social

|

for their blatant expression !

roper themes -- we must assume thag the laughter which they 1
ed t provoke does . . »

' .
- »

0

una ceptable behavior, between culgure and nature, appea¥s to a dominant
theme in South Asian folk literaburesv.As Brenda Beck s ggests her
" commentary, the fluidity of literature allows the vario ects of this .

theme to be developed and resolVede;nva manner 1mpéssible for other artistic
forms,. $U£h asA ulpture -and- painting~ And it may well be that one of the

to printed fo ago@ i;eracqre = sq;h as the §
r gi%“ 1 vari lﬁf}F’lk literature,,by nqt bein stat c,u:by being cop- :
uoui}y rej eted and manipylated byq!t teller, can more easily deal
h the contxa ctions"of seciéﬁﬁ, wifﬂ the dont

S A
._ships of.- culture 3nd€n?ture S,
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s or spec1alists (see the Vatuks' article on North Indian folk operas or -

INTRODUCTION
' An Qverview and -
Consolidation

- . N
¢ M - .

This volhme on South Asiah ‘folk literature preSents us with a broad
spectrum of types of folk literature and .topics found in it. First, a
-defirition: 1k literature; we meah literature which is usually
transmitted orally {rom generation to generation) (and thuse’ literature
most often ip. the angs of anth{opologists, as indicated by their. pre-
dominance in* this volume) - The articles included here come from
anthropolagists and humanists and provide us with both translations and
analysis of what firse’ appears to be a heterogeneous assortment of ﬁolk
literature styles and-themes. . Yet despite appearances, various types’ S .
unity exist: I will br1efl%fMention some of. these and thgh dfscusg two

in.depail.;/,\\ \\\\\% } »

Some Qw/rﬁe ‘orally. transmitted literature is that of 'culture brokers'

Dunham's on Bengali Muslim bardic poems),(soﬁe of it belongs to women only
(who comprise a less- Speciallzed group of culture brokers” -~ see.articles
by Jacobson on women's songs in Madhya Pradesh, Henry on marriage songs_in

. eastern U.P. and Friedlander on’ girls' ritual songs in Bengal); some_ of it,
in contrast, seems to be in general circulation tin. localized areas’ (see
Eisher s Nepalese "jokes", N. Zide's Mundari songs, Munda's Bihari songs ,
Beck's epic poem from Tamilnad, and A. *Zide' $ Gorum tales.) This volume
could have been’order aroﬁhd the type of transm of the giyen ora

', literature, or the level of«épeciallzatlon repre ented b the purveyor of-

Gﬁat ‘type of literature. . S Y. : v, »>

The volume could ‘also be ordered geogr phical y-=— Bengal, Tamilnad,
Bihar, Hindi-speaking North India, Nepal. Pr we could look,at the form,
song (Henry, Jacobson, Friedlander, Munda, unham, N. Zide), tale (Fisher,
A. Zide); poem (Beck); or play (Vatuk and Vatuk). We coild also order-
it by the types of occasions when,these various forms are used, the when
and" where of'their use (although many authors-give us little or no infor-
maglon on "context"). [ , i

- Studies on folk literature in both Sputh Asia and elsewhere face two
concurrent problems: those of translatio (after collection) and those of
analysis. Most of the scholars represen é& Inithis volume h;yewas{eﬁpted

to cope, in varying ways, with both of tHese issues. The regulting dominant
impression, to this reader\Nat-least, is ¢f cultural tHemes pointed out to

us by a group of very competent students| of South Asia. I mighf”“ﬁﬁymhat
another type of analysis, that of interpal form, is totally lacking ~x perhaps
due. to the anthropological bias of the ontributors

It'is this impression of cultural themes which most fully unites the B
volume and which I Qave used to order ift. The first articiles, by Sylvia ,

" and Ved Vatuk, Doranne Jacobson and Edward Henry, are concerned with women's

folk literature and/or ideas of '"'femal ne s" found in-ofral tranditionms.
The Vatuks' Lconcern for the stepmother ¥% very | pecific, although the
L. . /

(\¥N:_.
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literature on which they dray is eggknsive. Frot this one idea of 'woman,' ')
we move to Jacobson's paper’ In- which we see women's concern with affinal (u
relationships as found in various songs focusing on the distinctions between
husband's house and father's house. Henry s paper on women's marriage songs

is spec1f1c in terms of the context of their occurrencey, but brpad'in terms

of the cultural and social themes found in tﬁ% many song feasts surrounding
a marriage, S &v

™ . L | ‘
Brenda Beck's tkémslation and commentary on a Tamil poem in praise
of Murugan provides a transitiom point to the next series of articles which
are concerned with broader soc1al themes: in the Murugan poem, those of
'fepaleness' or 'wifeness' coexist with issues of caste, ‘purity, eating
habits, gods versus men, nature versus culture. Lover-beloved themes as .
‘ well as“implicit nature-culture onds link Munda's translation of .Bihari ! ;
“na<ci songs to the precéding Tamil poefn. Devotional themes from another - .

religlous traditign (Ista pervade the selections from Jarigen provided
'by-i{. F. Dunhanm. {- I )

AY

. -

Eva Friedlander .moves us consciously from‘the [spiritual' concerns of
devotional songs to the prosaic themes which are“equally a t of much -
folk literature -- social ‘and political. developments, local events, é&tc. .
These " themes, ‘though with fewer overtones of change, are also found in the
Wuddari songs txanslated by N. \.If 'spirituality' dominated the middle
sect'ion of this volume, the 'mdézjﬁer—EEfiwitely takes over the end, paxti-

. cularly in &he Nepalese jokes of James Fisher, most notable for their N
obscene humor. And three of the fales translated by Arlene Zide bring out

similar themes: trickery involving food; an unacceptable (ghost) husband

and the stup1d1ty of the old. ,////;>

- o \

On a broader scale, we see a dif ferent the?atic-unity -—- the concern
with proper action versus improper- action, with'socially acceptable themes
versus the socjally unacceptable ones which continuously reappedrs through-
out shis volume -- for example, the step—mother attacking- her stepson; the
obscene songs sung by women at weddings; and ambiguous status of Murugan's

econd Qlfe the Nepalese jokes, and Gorum tales., Clearly different modes ;

f folﬁ\iitérature have varying roles in dea&¢n§ with the prohlems of
culture. "The folk operas and praise poemjuxtapose proper action and
improper action and provide some kind ofﬂgéiolu ibn:  the jokes, tales, and
obscene songs themselves provide no resblutdiori for their blatant expression

‘of social roper themes —- we must assume thae the laughter which they
ed t provoke does . ) ;

¢ -
- ’ 9 °Y

unagceptable behavior, between culgpre and nature, appeafs to be a dominant
theme in South Asian folk 1iteratutez °.& Brenda Beck suggests her
" commentary, the fluidity of licerature aJdows the various _aspects of this .
theme to be developed and resolVed -in *a manner 1mp6ssible for other artistic
forms,‘suﬂh agi'squlpture -and painting., And it may well be that one of the
1mportant components "and values o@,folk literature is a fluidity unavailable
to printed formsy,of égexargre - sggb as the § ic epics and their
r gionai Vafla\és. Folk 1iterature,.by nqt beﬁn& staSFc,mby‘being con- g
t; uous}y re eted and manipylated by P tgller, can more easily deal
h the contra ct*i-onfof se@.éx:ys, with the Sontin ng changing relation-.
ships of culture and ngture. . .

»o»'_H /'('/,\ -
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“As I have nggesFed'above, not all médes of folk literature have the
same roles in de with cultural problems. And it is this concern
which takes me to my second unity. The first article, my own,; contrasts -
with the pattern of cultural themes dominating the others and I have inluded
it here becduse in one “important sense it provides .another unity between
the various articles. It is concerned with what kinds of folk literature
do exist in ‘an Indian village community, with who uses which forms, and, in
a general way, with what th'emes are conveyed by which forms, It is. as
the subtitle states, a catalogue of types. It suggests, I hope the
many themeS, specialists,-and forms of folk literatu¥e in South pre-—
sented by the other "authors in this volume could in fact be foundin one
locality: the emphasis _on particular themes, specialists or forms in
Karimgpr» dight be different in another locality given the variations in
mar ;age‘?}tterns, caste structures, eating habits, religion, etc., found
thraughout” the subcontinent -- yet there is much simtlarity,

. . let me delineate some of.the differences and their Karimpur correlatedw
First, marriage: Karimpur's marriage patterns (Western U.-P,) are most like
. thésé given by Henry concerning Eastern U.P. 'and’ little variation in content
and themef is likely to be revealed by a close compa#ison of data from-both
places, although differences which do exist may be important. We could -~
expect to find, however, divergent perceptions of marriage relationships
in the women's songs of Karimpur versus those of Madhya Pradesh (Jacobson),
‘though perhaps not radically different. ones . If, on the other hand, we .
had ‘comparable sdéngs from South India, themes of affinal distance and cozrect
relationships should vary considerably. <A$ a side point to this concern, -
the Vatuks and Brenda Beck could consider what happens to the step-mother
in South India.) ‘ .

.

.

Caste structures also clrange from one area of South Asia to another:
I note that caste does. not play a role in the stories.of Nepal given by
Fisher nor 'in the tribal tales provided by A. Zide. Humotous tales of

Karimpur almost always include caste stereotypes as a major theme. ]
Specialization by™caste may-also vary: Is it acceptable for zéfi;;gb

in other communifies to sing the 'risque' sengs‘of Holi? Morepve Karimpur's
Brahman women do not sing at lower caste weddings as do Henry'ss We need

to understand the other socio-cultural variables as well, that are (may be)
related to variatipn in folk literdture.- . . . 3

\ Religious variation is quite obvious: Karimpur does not have the

Muslim epics of E. Bengal nor Murugan, the 'South Indian' son of Shivat
Instead we find tales of Zahir Pir, a regional god who'controls snakes,

or songs .in praise of the local goddesses. The girls' vrat of Bengal

from whigh Eva Friedlander takes,har songs can be contrasted to, the girls'
puja in Karimpur duting the nine days’ of Devi worship (October-November).

Both the Vatuks' plays and Dunham's epic song® are the work of professionals:
. neither exists in Karimpur, but others do — the Ram Lila performéers whd
periodically visit, the Pandit and his lectures, the local folk -opera per-
formers.

S
-

Despitenthese man“’differences, and others not mentioned here, compar-

able forms, ecialists and themes can be found in Kar;mpuf for each of
. r




fK/M:;% other artlcles contained here. There is, to be‘trite, univy in diver—
i;k~§3;y. Pinp01nting exactly where unity versus diyérsity lies and the Yarying
t

" needs of society, may provide some

“fhus their varying roles in soci

ors impingrng upon each would require more knowledge than we presently
have (and more space than this Journal ([provides. } I would suggest, however,
going back to our first unlty, that a coficern for the fluidity of folk
literature; how it permits adaptability o .the changlng circumstances and
wers:. most particularly we might be .
fferent kinds of folk literature and ) -
y. Comparative, thoughful stqg' es of
South Asidn folk literatuve, are lacking. Perhaps this volume will. provoke !
its contributors and other students of South Asia to explore mqfe-fgily the
richness of their informant3' words. N
) ' /

concerned with the flexibility of

» . ‘ . ) 4
S fote : ) _
. Co - .
1. 'Change' here dan imply both:fundamental societal change as noted in the
' urbanaconcerns in Eva Eriedlander's article, or situational change =— the .
women's obscene wedding songs.

‘.
® - -~
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Susan S. Wadley

‘

o L .FOLK LITERAJURE IN KARIMPUR

\ . . A Catalogue of Types

.Althgugh'there‘are many articles on particular aspects of folk literature
id 'South Asia, few aygthors have attempted to present the panorama of folk
literature as found in y one co ity. Thus, we have very little infor-
‘mation about the various verbal tr litions available in a cémmunity and even
less information on the contextual and textual variants of these. Many com~
munities recognize different verbal traditions by distinctly labelling them
(such as 'story' or 'myth'): these labels tend ta correlate with varigtions
in possible use, i.e., context, including -the setting, participamts, oc-
casions, and with'vartations in text, including style and content.l ) .

L]

.

-

In the discussion which foullows, I present a catalogu% of the many . ‘
verbal traditions found in one village community in India. In addition, I
shall try to sketch some of the contextual and textual factors related to
these different verbal:traditions. I intend to provide the reader with a
glimpse of. the range of verbal traditionms with which the student of folk i -
literature could concern himself/herself by discussing the kinds of folk
litewature found in a given community. Hopefully this discussion will pro-
voke students of other regions of South Asia to.detail similarly the types of
verbal traditions in their communities and discuss variations in these 'as re-
lated to socio-cultural permutations. - ' ¢

4
¢

The Village d ‘. -
’ . .

'S Karimpur2 is a village in Mainpuri District, Uttar Pradesh. Located

in the Hindu heartland on the Gangetic Plain, it is approximately 150 miles
southeast of Delhi. 1In 1968, 1,380 people divided among twe two castes .
lived in the village. Brahmans dominated the village, th econqmically (they
own 54% of the land), and politically (pre- and post-independence |headmen have
been Brajman.) Various other numerically small 'highf caste groups are pre-—
sent. There are also a large number of 'midHlé';caspes,wdominated by the
Farmers (kachhi), as well as a number-of lower castes. The layout of the:
-village (three distinct settlement areas) apd the 'untouchability’ of the -
lowér castes al{ow fqr‘iittfe inter-caste socializing aside from close
neighbors and those of equal “status.’ - - *

F+ PR

Agriculture is still the dominant source of income for most of the

Karimpur‘residents,'although some lower caste men also work as rickshaw

‘drivers or.as day laborers in Mainpuri, the district town ten miles away.
A few other—inhabiténts-work in factories or as peons in cities such as
xrA;}garh, Kanpur, or‘Calputta. ‘ y of the men, but few of the women, make ° -
* regular trips to Mainpuri te sell milk, conduct g court case,-shop in the -\
baz§ax, sell grain, etc. A few men and teenage boys of Karimpur attend
movies’ there once in 2 while. Those village boys who .do attend high school i
or .Inter-College go'to Mainpuri daily to study —- tHese"village boys are -

almogt' always Brahman or h . caste (e. g.» kﬁyastha). s

» . . 2 ?




N Although there has been a school in the village for over' fifty years, .
the literacy rate remains low, particularly for women and lower cast€ males. '
' The literacy rate for women is _9.4% and, twelve castes have no literate
women, compared to an overall literac¢y tate of.34.9% for men and only one
caste without a literate male. Moreover, no village daughter has gone : .
. beyond 8th class, although a few wives have lOth class educatlon.

A
.

Linguistically, Karimpur presents us with ja complex situation. There
is first a village dialect, with some variation emong castes. This dialect
. is a combination of Braj (from Mathura to the west) and Kanauji (from
Kanauj to the e€ast): . many features, phonoldgical, lexical and syntactical,
are very unlike-standard Hindi.* Many of the men, but few of the women, ,
- _also control the Mainpuri 'bazaar' dialect, which incorporates some standard
Hindi in a 51mp11f1ed fashion. Next, all sc¢hool®™children are taught st andard o
) Hindi and are able to use it din conversation by the time they reach 5th class,
although most conversafions in‘the village are conducted in the local dialect.
In' addition, English and Sanskrit are taught in the schools from 6th class on,
although neither is usually controlled well. Thus the low literacy rate and
lack of educated women make the local dialect the primary mode of oral tra-

ditions. . .
. . ' 3

-

'Literacy and stronger connections to written traditions, particularly
ng the Brahmans, do produce variatidns in the cultural content and
. 8tyle of variQus verbal traditions. ﬁowever, since most written literature
. used in Karimpur comes from locally printed or popular press bazaar pamphlets ',
/ (in Braj'or standard Hlndi), I will continue to treat it-as 'folk' litera=-
“ ture, i.e., verbal traditions whose pr1mary mode of transmission from gegr ;
g . eration to generation is oral ) . T e

[ e

v - One aspect «of Karimpur social organization needs special note -- the C\
. women's world. Although there is some variation in the extent to which the
rules are followed, a //;ording to caste and economic status, married wémen }
(wives) in Karimpur-temain.,in purdah. For example, a Brahman wife will notf .
leave her household complex without wedring a shawl (chaddar) .pulled down
—~—— over her face —-%or will she go out alone unless she is elderly. New
brides among the lower status groups follow purdah devoutly, but the re-
strictions are soon-lifted and they are often allowed some freedom of move-
ment within the village: Grown daughters do not follow purdah in the ;. ¢
parents' village (and marriages are v1llage .exogamous) , but they too are K )
usually restricted to paying group visits to their friends' hones. Wives ~
‘of all groups do follow purdah rules (covering of the face) in the presence
of older males or in front of their husband if one of their elders is present.
Not surprlsingly, most social interaction takes place in sexually segregated . C
groups —-- this sexual segregation as well as Tcaste segregation hgve profound .
effects'on the social organization of verbal traditions in Karimpur.
/ -
- In. the discussion which folloks Karimpur verbal traditions are
examined in terms of tHeir.mijor styllstic categories (e g., song, Story) .
and the maJor contextual and textual correlations are sketched

i .
'
_ri
¢ . .
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— or boy gets know for her/his singing, she/he will often consci

Song

>

- “

Songs ,are the most visible verbal traditions in Karimpur as all | ?
adults and mz;t young children know at least one or two, The singing
of songs, for both men and women (in sexually segregated groups,) is a
major form of recreation and enterta ent, as well as a popular way
off showing devotion to the gods. In arimpur, songs are categorized by
o criterdad content and melody. CoNtrary to most Western music, there

* 1s nb- one-fo-one xelationship of verse and tune, rather a Mries of verses
with si ar content will be sung to one melody, Often it is possible
to categorize a song in Karimpur,terms after hearing either the verse
or the melody; that is, ‘the content specifies the melody, or vice—yersa.
For example, there are two groups of songs, malhar and savan, sung by
the womed_in the rainy seascn when daughters returp-home and swings are
hung in the trees. These two types of gongs are sung only at this time;
the‘inteznal-sn;uctu;e of each is different from all other songsg they
-have two distinct melodies, and the common theme of longing to be home
in one's father's house swimging with one”s girlhood friendss .

a * N

Even in sohg‘categories where more than one melody may be uged,
-, the number of melodies available is very.limited, e.g., (kirtan or
. bhajaq, (both categories of song in which one sings praises to the
gods.) Sometimes a particular melody will be used in two categories, °
e.g., a bhajan melody i$ used for a wedding song (varna) in'which case
the content provides the classification and appropriatg contextual use.
+ - ~N ~—
- I have identified thirty-one categories of songs used in Karimpur,
. each distinctly labelled, ;as noted in Table 1. Basic cultural themes *
associated th each song category and their probable use by sex are
- also given. ' Ce ) 2
~—Caste, sex, and educational levels all influence the types ,0f songs
-, used, their content, 'style' and context. o 7 ’

& . - - v v '
The ¥ enies”éﬁawgggg’;;;ts/ re usually org3ﬂ4;ed around

r—caste group, e.g., gatherirg|to sing songs 6f praise for

a new son. Only near neighbors' of othexr’ cadte groups would attend such
“events,”, Onythe other harfd, men's groyps tended to be more integrated by

) caste, perhaps because of their grgéﬁér mobil ity, pa ticularly £
many nightime events. : ! * s

N .

i L3

There are no 'veal cultuxal,ééecialists elated to most categories
of Karimpur so&g (the singers of the ritual spngs of dank and jas.and
the folk opera singers being the main exceptions.) Howevery there are
Pecognized good-singers in most households or communities and]they a
especially sought after for ceremonial occasions. One test faced b )
every new bride is her singing ability and the good singer is lav hly
praised and quickly finds a niche'in her in-laws' home. ' As, a yodng girl

» N




) increase their repertoire of songs to maintain or build up this ldent,}t’!i‘/\
‘One blind Farmer teenage boy had an astonlshlng knowledge of songs an
’ was continually being asked to s1ng in friends' houses. .

v
Caste membership and sex are two critical correlates in the content
of songs. Brahmans, for example, are not supposed to sing phag,” the
'risque' songs of Holi. In addition, men could not sing the women's

7. songs of the rainy season or the songs accompanying life cycle rites. )
! Women seldom sang songs of war or film songs nor those attached to
- possession rituals (dank and jas).
. : . : 13
. . _ Table 1 ' LN
. Categories of Song 'in Karimpur’ . .
Type . . Sung By ’ Description/ i
" . name _ . ‘Men Women . T usage ,
N - - )l . /
Life Cycle , , ' ' ’
lori (janne) +. At birth of child relates
, ) . events surrounding a birth
\ . . .and happiness of a mother,
. some have purely religious .
" . themes ' .
varna | T+ o At boy's“wedding, some re-
' L, . v ligious themes.
) varni . . At girl's wedding, some re-
o o ’ ’ .1igious themes . . R
1 . _. . 4 . ~ . . & e/
bhat .7 F . When Mother s Brotl} r gives N
, . ST . clothes at wedding, semi- .
/ U . religious’ them_e/
' gall . + / r Abv#se sung b.y women at a f
-y . wedding. )
J . - , . )
: . Jyonar ’ + When ba.rat eats at weddi’rfg, *
- 3 semi-abuse.
) ? R . . ; . . .~
// . P *
Annual Cycle [ ) .
y malhayr rarely + * In Savan when swinging,
' 'secular themes concerning
v ) i : women,
| ' o7 o
} §sz¢zn- rarely + In Savan wheh swinging,
% ) . . o ’ ‘ : secular themes concerning
| “ . 7 women, ,
&
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o
ont . Table 1 (cont.) . .
Type Sung by ‘ , Description/ ‘
. hame Men ) Women . usage
~ - e . N .
phag rarely - At Holi, religious themes.
ragtya 6 4 '{-Iv . ) Alvways about Krishna.
v . / Usually sung in PhaZgun?;
” chhand '.};!2+ + When go to Devi's puja.
! L ) e
Jas %. . . To c’ay(lhvi possession.
H © G\ ;‘" . L. '
v dhank + N Tb- cause Snake possession.
L e # : N ‘ ' ‘
e alha Y oo 4 Diring rains, in honor of
. ~ , 5'_ ( a mythological character. 4
Geieral Religious . S | o,
bhajan LR . _Praise of the gods, an act
oAk of worship. -
A N ‘1 - . -
kirtan Wt # ' Praise ‘'of the gods,+an act
S g : of worship. C
. . ) ) ' ‘\‘\
L.eart? - -+ “F ‘Sung 'at conclusion of puja.
pad et + - Similar to a bhajan, in R
. R praise of god.
General,_ _ ) . :
' gana - + : + T "Song", a category for anything,
' . : not otherwise classified. ‘
. dhqla + Folk ofera songs (Nal ce
. NN Motini).
_ barah mashi  + ) Description of the twelve
= ) months of the year. *
rangit + : / In time of or in celebrat:ion
of war.
' — :
thuxmi o4 Semi-classical shoxt song,/
: w o requires musical skill.
ﬂ :‘ ) « .
gazal + Based on an Urdu poem. . |
4‘\:‘\ -y . A d !
Yo~ kavalt + Sung poems.
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—they learn their repeftoires: a WBQiE generally 1

v

‘ JType Sung by - Description/
. ame Men " Women ) " usage
N .5.__ y i - Iy ’

A\poﬁular tine (beati.

Partially'Sanskrit.

. vahrat + ) ' . ' .
Jhap + . ~‘Song to a particnlai{heat

N As part of recited stery, -

. : . , a short,piecé\ii\s/ g’
. . s %
Rhilmz + rarely ‘ Film songs. . X

s

Another distinction betwee\\men and women is the.manper in which
8 a song from a
n from classmates, the
are instructed by their

-quently are instructed by

mother, aunt or ‘sister. A boy might
radio or a movie. And whereas women genera
elders of the next generation, boys moﬁa

robably 1

older age mates: . 4 N

>, . 1
The style of a particular song is also strongly corre}ated with
caste and sex membership. Some women were able to identify the caste
of tape~recordings of women singing because of the dtum rhythm used.
Men, particylarly the better &ducated Brahmans, use many more.amsical
£laborations when singing than the women do, particularly since hey
will often use an harmonium for accompanimént, whereas the women ule
only drums. Thelr greater relative freedom, in contrast to women in
purdah, as well as their greater literacy, allow them more contacts -
with 'great traditional' styles\;: well as with mass media. \\\\

Most types of songs are pri (ily oral traditiois, not written bnes.

Those sung by women are almost-exclusively oral traditions, although I
did gee a pamphlet of malhar (songs of the rainy season) being used ‘a
few times by high caste women and some school girls (again high gaste)

used copies of songs given in their textbooks. However, life-8f¥le songs

" the sole domain of women, were not even available in p form in -~

the local bazaars., In addition, women's songs are almopt exglusively
Yn-thé local dialect with few English or Sanskrit\bor wingd.

- -

In comparison to the women, the men more fred\éntlémzzed pamphiets

of kirtan or bhajan, but here again®the Yiteracy rates g the lmvenﬂﬁi,

castes kept the influence of written songs limited, especially since
intercaste song fests are rare. Radio and films had remarkably Tittle
effect on Karimpur song forms, probably because there was no continually

working radio in Karimpur during my fifteen months' residence there™and the

PO L
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cost of the cinema prohiBited most villagers from-enjoyifg it. I did
note, haqwever, that when a film song was learhed, it;was only the wogds:
the melody was droppéd and the song fitted to a "traditional" bhajay or.
kirtan melody. Men's.songs; particularly those of #thé, upper castes, .
tended to be in standard H{ndi or heavily Sanskriti%ed Hindi. . And Fome
film song borrowiﬂgs were highly Urduized (film sgngs are often heavily
. loaded with Urdu vocabulary.) . i e s
. . ) : ' A -
l Thus—&n individyal's group membership strpngly influences ‘his/her
knowledge of and use of songs. Sex .-and caste appear to be the most
important influesces, with neighborhood member%'ip and education having

»
>

less influence. ) :

PR

Harrative ‘ i '
. 4 - ' “ ' N - 1t

.

Narrative forms of verbal traditidns were less numerous than song

ones. - Here expertise is very crucia d the good story teller is ac-
claimed and sought after.3 But in cﬁZt%EEf%%o singing, which required
participants and awdiences td be sexyally skegregated,® some stories were
often told to mixed audiences: R ) ‘

. “ . . ; ;

a . i o
Karimpur informants delimited three g;nds of stories: .kahant,
__"kissa, and katha. Kahani,epproximate our,idéa of "story" «and they are

'brie§, eften humorous, and deal with real life (this world) chd%acpers.
Kissa, howeverd€§re mythological: they’ are generally long, are often
episodes of the 'great tradition" epics {(the Mahabharata, Ramayena or
puranas) or are legends.of lgcal or regional deities. While they deal
with dpedéfic "reli ious' fhemes, they 'are not explicitly cornected to
ritual éctivity.w“;i; katha, on the other hand, are an integral part of

.

S~

many religious obServapces per se. They are, like the kissa, mythologicaf

but their.explicit purpose is to justify ritual activity. The rulgs for

any vrat ("fast") prescribe the tilling of the related kathg as part of

that vraz. 'If e corresponding katha is not told or read, the,ceremony
+ 1is considéred iggﬁepﬁete and its value is lost.% ZXatha can be told at -

otherétimesﬁ but-rarely are, perhaps’for they lack ‘the entire value of
a kahant or kissa. . ! . .

4 . .

The, use of written, versus oral, trady these three prose
forms differs.. Xahani were exclusively oral traditions. . Most kissd'
were oral but there were bazaar pamphlets of popular ones available

" »and sometimes a literate renowned story teller would use thém for
,ip§piratioﬁ.5 Katha, however, represent an extensively used written
tradition. 'Pamphlets containing katha for the vrat associated with each
day of the week are readily available in the bazaar, or at stalls outside
major temples and cost from‘fifty pice to two rupees. One pattern seemed
clear: the better known, and more geographically widespread rituals were
' usually accompanied by'a written katha ,» e.8., Satya narayay vrat Katha
f o 4
. (The Story of the vrat.of the true Narayan), whereas the lesser known
more local rituals were connected with oral, katha, e.g., hathi ki puja
(Worship of the Elephant.) , ’ : . a
" N e v
Other narrative fofhs\ére written traditions (Hindi versdions of the -
na, Bhagavad Gitg or Sukh Sagar): periodically read by a few of
- N - ’

~
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the literate gnen, these longer relig;ous works are one of the major -- .
sources of cggtact with verbal traditions not extensively ‘Known in '
Karimpur itself. ek , . .o

- Ancther major contact with outside traditions is the sponsored
lecture ot 'katha'. While these ’katha’ are not the same as those us&d _

. in rityad, the underlying idea is similar. Some family of p will
bring in a Pandit educated in religious texts at sgfg/gmiﬁéﬁfeashram.

For ‘one to seven days, the Pandit gi a religio iscourse based on

em¢ amayapa or
ages from these tex s'azé/;%en
- elaborate on their meaning.) T are very popular occasions and

. .» everyone attends at least _ _For many women it provides a rare
- opportunity to get out of their household courtyards and to visit with
friends and relatives. Pandemonium reigns supreme as women, chat and
children _piay and the audience constantiy changes? Moreover, the highly
"1//§égskritized Hindi was difficult for many Karimpur inhabitants to

comprehend. Socializing dominhtes over intellectual benefits, but the
lectufe is given and heard and thus the village and sponsoring family

. benéfit, ‘

Krishna legends (often he will read

Another frequently found verbal tradition in Karimpur is the

traveling drama group. The leader of one such group resides in Karlmpur
and this particular form (dhola) is well known in the village. Dhola °

. 'was even for the troupe ifself a totally oral tradition and the members N
of the troupe could improvise in each performance as long as they kept
.to the story—-line (the tale of Nala and Motini, Yy I did eventually find
a bazaar pamphlet containing Dhola written in the local dialéct and -
. printed in Mainpuri., Ram lila troupes also visit perfodically and many
men would visit the yearly Ram lila in Mainpuri. Inp addition, various’

- drama groups are found at the district, witll puppet shows being especiaily
pcpular,

. » ’

Ritual Sayings ‘

Many specialists in Karimpur control various verbal traditions ‘used
in ritual: these vary,from ,the Sanskrit mantras known or read by the
priest (usually without comprehending them) at the time of life-cycle
rites or for a fire sacrifice to the 'dialect' mantras .used by oracles
* and exorcists in rites of possegsion or in curing rituals of various kinds.
3 Many of these latter maytras provide fasc1nating insight into the amalga-
mation of Karimpur reli®ous belief -- topics beyond the scope of this
paper (see Wadley, 1973a and 1973b.) All are memorized ‘and passed on from
- guru to disgﬁyie or fg%%er to son! comparison of-an exorcist's mantras .
collected’In 1968 with thoge collected by the Wiser's in 1925-30 shows

"«only minor variation over this time span. Many of these mantras are either
spoken too rapidly for most villagers to comprehend (if allowed to hear
them: women are normally excluded from most possession rites) or are
esoteric and equally incomprehnsible. Thus although an extremely important
oral tradition in everyone 's eyes, their content has a slight influénce on

’ ’ village thought. .o e

-
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v because. they all revolve around the use of stereotypes and/or normally

-

{ .

¢ .
{ ’ . }
I have classed these three types.of verbal traditio

n’togetber

unacceptable statements. Proverbs are "moralistic" stereotypes; jokes | .
use typical .caste and sex stereotypes to make points unacceptable else-
where ahd many children's~games rel¥ on caste and sex organization to Y
develop the play (rather as we have cowboys and Indians.) The local .
difalect is normally used in all three of these. ,

. . . -
‘ &

Conclusion _ . ; ,

wir

E
|

Karimpur has mapy types of verbal traditioms ranging from children's
games to ritual sayings. The choice of one'ty{pe of tradition versus
another,” and the specific.item of.that type, varies most significantly

.according to its content and the octasion for its use. In many cases . i
there are also significant correlat:‘forfs' between occasion and pa"rticipénts e s k
which further influence the "text" used, particularly in terms of style,

roe “

: . L LT .
including lingustic forms and perforhance. .

Let me .conclude by examing one such occasiog‘\the birth of a son'/ )
in a Ray houseliold (Bard, cqnsidered locally to be low-level Brahmans..
“It is the afternoon follow:"?xg]e-the'birth of the baby, and mother and son™- .-
are seckuded in the back room off the central courtyard. The baby's great 7
aunt (Father's Father's Sister) has put auspicious designs (satiye) on each Dae
side of the door to the room of mother and son. As the mid-day heat begins - e
to wear off, women and girls from the Brahman houses, the one other Ray
family, and Scribe families begin to arrive. Daughters of the village
predominate, with each family being officially represented by only the
most genior wife.. A few Farmer women; close neighbors, also slip into , -
the Courtyard. Some older women begin to decorate a water pot (charua) o
with -@uspicious designs made out of cow. dung and barley sgeds. A Brahman,
déughger. of the village, home visiting her pakents, who i§‘ noted ‘as a
singer gpd drum player, picks up the dholak provided by the.host family
and bégins to sing a lort exhausted, E_'e wbmepnfgather’ up their shawls.to
return home, while the great-aunt distributes batasa, puffed sugar candies, .
to all present as prasad. - ’ ) :

In this example, the occasion of a birth desighates the type of .
song to be sung, lorz, and thus the content of the songs -- either joy "
at the birth of a son or the mothef's agony in'birth and with her in-laws, ,

. . Because the birth occurs in a high~caste household, Brahman, Scribe
(kayastha) and Bard women from all parts of the village will attend.

The few middle-caste Farmer women preséent live in adjoining houses; and -
they will remain minor participants in the singing and will never lead* <
or play the dholak., Cotrrelated with women as the partdcipants is the
repetitious song form and lack of musical elaborations. The presence
of educated Brahman women might suggest. the use of a bazaar pamphlet or
a non-local linguistic form; however on this occasion the type of song

3
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form and are a compietely oral tradition in Karimpur.

much more space is required.
thes

bee

Y

;

The -preceding discussion aims™to be- -suggestive rather than definitive.
" In order to understand fully the complexity of Karimpur verbal traditions,
In particplara examination of the content of\
dg traditions and their potential for insight into Karimpur culture has
largely ignored. To conclude on an even more suggestive note, here

are two of the songs sung at the birth of the Bard son.

<

./
The pitcher has no water. How (will I) fill it? .
On my head is the jar. ’ )
hangs my heavy, stomach, (I) cannpt move, how
(will I® get water? '
pl cher has mo water, how (will I) £ill it?
(My) feet slipped, (my) hipbone is broken.

Nandlal® is'E”rn, (D) cannot move, how (will I) get -
water? .— r ¢

Who will Tift up the broken jar, Q h!who yill 1ift up
Nandlal" - v

(D cannot move, (how) will I get water7
- (1) cannot stand up, how (will I) get water? -

(1) cannot stand wp, how (will I) get water? °

The pitcher has no water, -hoy (will I) f£ill it?

Oh the saqs’ picked up the’broken pitcher, the husband
picked up Napdlal. : \

(I) canmot get up, how, (will I), get water? ‘ ‘

The pitcher ‘has no water, how (will I) f£111 it?

Sas said to make gmall breads, Qh the husband said

to bring the hg.mra for making pajziri.
Bringing the goods, (how can I) bring water?

The pitcher has né water, how (will I) £1iIl.it? .
Jasuda gave bigth to a sonl, bliss spread in Gokul. ' .
Came-came outside the cdll of the daz. \\Nwﬂ
The dai cut the.cord, bliss spread in the palace.
Now the queen gave birth ‘to a son, bliss gpread in Gokul.
Came=came Qutside the call of the_sasuls. 10 .
The sasuli decorated the charua,Z bliss spread in palace.
Jasuda gave birth teo a soqﬁ bliss spread in the palace. -
Came—came outside the call of the nanddi.lé a3
The nanadi fixed ‘theauspicious signs (satiye), bliss spread
"'in the palace.-® 13
Came—came{outside the cal
The ng‘ am did the grmdin
The dedurt® shot the arrowit iss-gpread in the palace.
Came-came oytside the call of the ndit, -
The Pandit counted the numbers,?’ bliss spread in the palace.
The companions sang blessings, /8 bliss spread in the palace.
__Jasuda gave birth to a sdn,.bliss spread in the palace.s‘

of the jithantz.

14 bliss spréad in the palace. *°

(1571) T precludes these possibllities Lori are not found in pamphlet
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‘ 9%§ﬁg&dwife, of the dhanuk caste,

12. Husband's sister. ‘ / N\ -

htd

e

¢ e

1. This afticle 3s adapted from Vadley; 1973. N

2. Kafimpuf is a pseudonym given|this village by William H. Wiser

+ (1933, 1958). It is the village ¢f 'behind mud walls' (see Wiéeg and

Wiser, 1971). For-the sake of coptipuity in the literaEuré, L have .
retaingd it. The field work on which this study is based @as carried
.out between December 1967 and April 1969. The researck was supported -
by a grant from the National Sciehce Foundation and by the South Asia

" Committee of the Ugliversity,of Chicage. Their support is gratefully
acknpwledged.

. L.
.3. One lower caste, poor info Lt who spent hours telling.tales into

my tape recorder asked for a spegial gift for his troubles: a new shirt
and“gpants to "wear in my in-laws) viliage when I am asked to tell stories."

. . 1.
his fact forcibly| one Friday when I was called uponito read
the Friday katha fox my “sister-fin-law," as I was the only literate*Hindd
speaker in the house.\ Twenty iages later, after many corrections of pro-

nunciation, etc, 'my Hindi reading ability was improved, but not my

' patience. Somewhat to my disma’; I was periodically called upon to re-

peat the performance. :
5. The only 'reading' done in karimpuf is eiiﬁbr for school or for re-
tdgious purposes, e.g., reading a chapter of Sukh Sagar (a‘Hindi version

.

of the Krishna legend) each day. y
° Y e s .

6. Wandlal refers either to a new-born child or to Krishna, the son of

Nand. . v .

7. Husband's mother.

8. Pajiri is a combination of ght (clarified butter), atta (wheat flour), -
mithat (sweet), jiro (cuminseeds) > sonthi (ginger) and piparamul (the root
of*a peppef) ground together and fed to the mother* and family. . *

¢
<

10. JMother—in—law.
L

11. A .clap pot -- it is decorated with cow dung and barley.’

1

s 8 / - ' ‘
13. Husband's older brother's wife, ' - ’
tt

14. A combination of ghi (cla;ifi!ﬁ~b r), atta (wheat flour), mit%az

(sweet), jiro (cuminseed), sonthi (ginger) and piparamul(the root of-a
papper) must be ground together to be/given to the mother and family.
‘ / : .
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- 15. Husband's younger brothé?T\\\;;u -

’ -

* 16, On the third day after birth,‘%he husband's younger brother must
, shoot an arrow over the r8of id all four directionms. g
- / .
17. In order to name the child.

18, As they are doing in the.ceremony described hgng{\

.y '
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THE LUSTFUL STEPMOTHER IN THE . ;
FOLKLORE OF NORTHWESTERN INDIA - )

¢ *

r A , '\A;zalysis of a motif-
L . ,in Indian folklore.

4

&

~  In'the mid-nineteen-forties a "lengthy ballad combosed and sung by a !

. Jdocally prominent folk preacher, Bhism Brahmacari, attained considerable

spopularity in the rural districts of western Uttar Pradesh.l This ballad
(or bhajan) purported to tell a recent and true story of one Dharm Pal, a -

young man of the village of_Mahgrampur in the district of Basti, in_e3§tern'

~—Uttar Pradesh. The other principal actors ih the story were- Zamindar /Arjun

Singh, the fdther of Dharm Pal, a mam in.his mid-fifties; Kam Kala, fhe
latter's eighteen~year-old-wife, and Shanta Kumari, the young wife before,
it had not yet been consummated, and Shanta Kumari, therefore, ;;211 lived
with her parents and brothers in the nearby hamlet of Tyérhi. Ahe outX¥ine
of the story was as follows: . o ../

ii\ ' JOne day in 1935 Dharm Pal entérs the house where he ldves with-his

£

ather and stepmother and finds' his stepmother, Kam Kala. seizes the op~-
portunity to make sexual advances toward Dharm Pal, declaring her‘passionate
desire for him and ‘complaining of her lack of sexual fulfillment &s the wife
of an elderly‘man. Dharm Pal “is appalled ‘at the suggestion that they should
have sexual intercourse, pointing out that she stands in the relationship of
a "mother" to him, and that such an act would be a heinous sin. - She persistsd
and refuses to listen to his remonstrances. Finally he leaves the houge with-
out giving ifi to her pleas. . , )

. Some time later Arjun Singh returns home to find Kam Kala lying on the®
floor,. her hair and clothes in di array, crying bitterly. Af;er consider-
able prodding she tells her husband that while he was away, Dharm Pal entered
the house and sexually assaulted her. Arjun Singh is farious, calls for his
son,and orders him to leave the house immediately. Dharm Pal does not #at-
tempt to clear his nam accusing his stepmother of the attempted sedue-
tion; he acquies y leaves home, taking .some money and a bullock cart,

and”SEEs GUt for his wife's village. o e .
Three miles from his destination a storm comes up. In the darkness and
rain he is get upon bf four robbers who take his money and the bull®k cart
and leaves him, stripped naked,, and tied to a tree. Unbeknownst to Dharm
Pal, these robbers are the brothers of his wife. They do not recognize each .
other because they have not been in contact since Dharm Pal's marriage cere-
mony .and because of-‘the darkness and stormy weather. '
After the robbers leave him, Dhagym Pal cries out, for help and finally
a passerby comes ghd unties him. He arrives at his in-laws' home late
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at'night and tells them what has happened. They cfothe and feeo him,
and while he is eating, the brothers confer among themselves. They .
-realize who-it is‘ they have robbed and fear that they will soon be found
out. So they slip out together and go‘to ‘the-police station where they
explain their predicament to the daroga, the chlef'of police. They offexr /-
“him four rugs.and Rs. 100 to take Dharm Pal into quEody and poison him.
After som dlscu351on, he agrees to do so.

~Th¢’ brothers then return home and advise Dharm PaI(to go with them
the neft morning to the police and report the, incident. He does so, but

when “e arrives there he is seized and put intb a cell. Later, he is AN
given poison in his food. When he realizes that he'has been poisoned, he .
begs his guard fo go- quickly to.his wife's home and tell her whdt has .
happened. : . i . : . ,

o =t

vIn the‘neantime, his wife sees her brothérs rethrning from thé'police !
station without Dharm Pal. When she asks where he is, they evade.her
questions. -She starts out for the station herself but meets the guard, .
Daya Ram, on the way. He tells her that her "husband has been poisoned by
the daroga. He also tells her that the District Collector is camped in -
a nearby .village and advises her to seek his help. She runs as. fast as
she can through the fields to, the DC's campsite. * - .

i

&

Batk at Dharm Pal's home, Kam Kalaahas a dream ‘in which she sees hér
stepson bidding her goodbye. She murmurs in her sleep that she is sorry
for what she has done. Arjun Singh hears her words. Rather than confront-

= -ing her d1rect1y for an explanation, he tells her to get ready immeddately,
.that news has come that ohe of her relatives is sick, and that they must
‘go to visibtehim, The couple then aet out toward Tyorhi. .

By 'this time Dharm Pal is uncon3c1ous from the effects of the poison,
and the daraga and hig men take hifh out‘of the cell)-intending ‘ta throw his
body ifto the cangl.” On .the road they meet Shanta Kumari and the District
Collector coming from one directlon and Arjun Singh and.Kam Pala coming from .
another. * The Civil Surgeon who is with the Colle tor, examines DharmsPal's
almost lifeless body and gives him an *ant idote to the poison. Dharm Pal .

! soon regains consciousness. -He- forgiVes his stepmother for what she has .. '
doné, The brothers and the darog& are sentence& td Life. imprisonment.
_Dharm Pal and Shanta Kumari,livej@appily ever.%fter.3

a3
.t

The @lklorist will immeélately recognize this ballad as a typical
representative of 'a folktale motdif", .which is very widespread, not only in
India, byt 1n other parts of the world as well. ‘Tales containing this |
motif have been indexed by Thompson (1955) under tno séparate classifica- .
tion numbers, K2111 (Potiphar's Wife) and T41l8 (The‘Lustfuli Stepmother,
under the more general heading of, Illlcit Sexual Relations) This separa-
tion is apparently based on the absence or presence in varifous examples of
the motif of a stepmother-stepson relationship between the seductive.woman
*and her victim. But most scholats who have ekamined the occurrence of .
this motif in world literature have traditionally considered it as a unity.
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* Hippolytur and Phéédra,-dramatized by the playwright Eurfpides in the

- . <
.

"As Dundes hgs suggested (1962: 102" the relationship existing between the

man and-wefian may be considered a matter of allomotifemic varf3tion (in
Propp's sense) in the basic structural form of the,story.' This struétuge
involves three main characters, a mother-figure; a father-figure’ and a son-.
figure, in the fpllowing sequences of events: ’ . ,

. § 6//;”

R ] . '
*» 1. The woman dttempts to seduce the son-figure. . . e

— 2. The son—figpre rejects her overtuhes.

The woman, in revengeﬂ’accuses'ﬁim\af (attempted)
‘sexual—assault, . ) e e
4. The father-figure punishes the son-figure. ™ .*
5. The son-figure is later discovered to bé innocgent and
. reparation is made (through human or divine agency.)
6. In some cases, the woman is punished for her misdeed; in
+ others she is forgiven by the son—-figure.

v

'S
— -

Therearliest known version of this motif appears befére 1200 B.C. in an
Egypt ian manuscript (in which th¥ protagonists ate-a’ young, unmarried
man and the wife of his much older brother —-V&.f. Yohannon 1968: 1 — 13),.
and again somewhat later in the well-known Bibljical narrative of Joseph
.and"the wife of his master, Potiphar- (Genesis 39). In the Greek myths,
the motif occurs a number of, times, most importantly in the tale of

+

5th century B.C. 1In India thé motif is to be found numerous times in the’

classical literature —- the earliest clear example is-from the Jataka ]

tales, in the Mahapaduma Jataka’ (472, wWherein the central characters are
Prince Paduma, ‘son of Brahmdatta, King of Benares, and the latter's.second
wife’ Ip'fhe,later Buddhist literature the motif appears in a story con-
cerning the great *Ashoka, his,queéﬁ, Tisya Raksita, and his son by another
wife, Kunala (in Divyavadwma). (See'Bloomfield 19237 147-149 for a dis-
cussion of this %tofy; and also Yohannon 1968: 231246 "Keene (1962) and
Bloomfield (1923) have discussed- in some“detail,thgﬁbcc rrence of this
motif in the Ipdian literary tradition, and the fggter points out that the
Lustful Stepmother ‘incident is frequently fitted into a more lengthy and
elaborate Fortunatus tale type, in which the attempted seduction and sub-
‘sequent exile of. the hero provide a springbtd for an .adventurous and
ultimately, victorious career (1923: 141-142),- Such ¥s the case in the
Joseph story, and in some of the Indian‘pgkallels aé.well. )

Relevant studiéé of this motif in world literature have tended to be
comparative in approa®w exafiples are presented from one or more ‘geograph-

.ical regions and their similarities and differences are examined. For

example, Bloomfield presents in some detail twelve stories of this type
from Indian classical literature, mentipning a number of others more briefly,
and describes ''the organic modulations which [the motif] undergoes in its
manifold story connections" (1932: -~143). Yohaumnon, taking more ambitiously
the entire 01d World as his literary spring,*discus¥es, in the context of
an anthology of prominent exemplars of the Pofiphar's wife theme in litera-
ture (ranging from Spain.to Japan and from 1263 B.C. to the mid-twentieth
century), the principal "resemblances and differences among the stories"
(1968: .2). Among’these more recent-schola&s‘there~has beén little com-
mitment to searching for &4ctual histotidaldreaftionships among the stories

o

-.“ o )
i . . 4 G-,

%, .

.
. "9”‘
+*

¢ ~ rn
~ rd

- . B

-



stories under'theig purview, although“éuch an interest has not Been absent
in the annals—of folklore (cf. Lang 1913: 318) and literary sch@larship.
While assuming the existence of historical connegtions among many~of the
tales in which this motif is prominent (see e.g.-Keene'1962: 162), ‘thesé
writers generally conceded that the motif owes its' worldwide occurrence
moré* to the fact of "a familial experience common to 4ll mankind" (Yohannon
1968:_ ~2-3) than to diffusion from a common source (cf. Bloomf&elq 1923.)

In a recent review of Yohannon's work Greenway has expressed disap-
> pointment at the author's failure tahgfﬁppIe§with the problem of the con-"
- textual environments, in their respective cultures, of the tales he pre-
\\\\\\\\;ents (1969: 1004-1005). He thus makes a plea for a study of the signi- ,
Fdcance of this motif to the bearers of the tale traditions in which it

océE?E?\iggﬁghe "why" of the motif, rather than the: "what™ and "how good"-
(Greenway 19%9: 1005). The present paper is designed as an attempt to

answer the need to which Greenway so cogently directed attedf&on and
to consider specifically the question o cultural context of the

Lustful Stepmother motif in Indian folK literatutes: -

-

In the two studies mentioned above of Indian exemplars of the motif
under consideration (Bloomfield 1923 and Keene 1962), as well as in more
general studies of this motif in world literature, emphasis is on-the
literary analogues of the Joseph story. This emphasis shoyld not be taken
to indicate that the motif is in fact limited to Indian literary as opposggf
to oral tradition. Aside from the question of the interrelatedness of -« °
folk and elite traditions in India, and the probable folk. origin of”mugh' >
of the extant story literature in India, it should be pointed out he:ejthat
the motif of the Lustful Stepmother is in fact a common one in the oral
tradition of India up to the present time, at least in the region of
northwestern India with which the present writers are familiar. While
certain of the better-known¥literary tales of this type may have oral verx.
sions, for the mest part the popular Lustful Stepmother stories of this
region are not the same as those known to the Indian literary triaditionm.

The most commonly heard in this region are the stories of Rup Basant and of
Puran Mal (or Puran Bhagat). These have betn reported more widely in other
parts of North India as well. Fdr example, Temple (1885: 375-456) has-re-~
corded a tett of the Puran Mal story in ballad form from the Gujravala
District of Punjab, and Bloomfield makes a brief reference to. published
versions'of both of these folk tales, one from as far.east as Behgal (1923:
163-164). T ’ : ’ K

Folktales'appear in a variety of genres, and it is often possible to
find versions of these popular tales sung in the' form of a ballad, drama-
tized by professional travelling folk opera troupes, as well as narrated ~
by amateur storytellers in family gatherings, The atory.of Dharm Pal

for example, has been‘found igwaﬂpﬁintéa”TTBretto'of a sang, composed by
a noted drama troupe leader of this region, as well ase’in the bhajan
"form referred to at the outset of this paper. Our data here are drawn |
primarily from folk_operas.4 First, we have usged a sang performance,
recorded on tape, of Rup Basant. This performance by the troupe of

-




Bundu M{r was given in the spring of 1970 in a village in Meerut District.,

- U. P, 8$cond, we havq a number ‘of printed librettos of sangs telling the
stories of Dharm Pal, Rup Basant and Puran Mal, as well as four other stories
containing variations of the Lust ful Stepmother motif, entitled respectively
-Gulab Kaur, Devar-Bhabhi, Jaimal ‘Phatta and Bhabhi ka Pyar.

. A word about the latter sources may be appropriate. These librettos
are-part of a large collection of approximafely 500 -printed sang texts

made in ‘the course of a broader study of this genre of folk drama as it is
.found, in western Uttar Pradesh and Haryapa. They are orally composed, but
are set down in writing by the.,troupe leaders who have .composed them or
(since these leaders are often illiterate) -by other members of their
troupes. They contain the principal story line, impértanﬁ dialogues between
the central characters, feature duets and solo songs and egsential stage o'
directions. JThey are printed cheaply and distributed in 'rural and small
" tbwn markets. 'Their ugual customers are literate village people or-those
of the town*dwelling and urban lower'ciéss,‘yho read them as stories and
also learn the songs for thei¥ own enjoyment. The sangs written by different
composers on a single theme naturally often differ in minor details of the
story, and th¢ words of the dialogues ‘and songs may differ considerably. .
But the sang? rarely takes marked liberties with main events of the tra- '
~ ditional folk stories, which are already well-known to their audience. Sangis
‘do, however, compose entirely original sangs on stories of their own invention,
frequently drawing on popular motifs like that of’ the .Lustful Stepmother.’
They also adapt stories f£rom popular films. From internal evidence, and from
the apparent abScence of thesg/stories from the older folklore record in
this region, we believe that the stories of Devar Bhabhi and ¥aimal Phatta,
im addition to the story first cited, Dharm Pal Shanta Kumari, are probably
récentscompositions or adaptations rather than tradit;pnal tales. .t

— Our first step will be to_recapitulate briefly the main story l'ines ,
the tales with which we are dealing.‘ We will limit ourselves to the party
of the tale which-displays in the Lustful Stepmother motif; in some of these
tales the seduction incident is only a prelude fo a much longer story of
adventure for the male protagonist and the details of these adventureg%?:e
not directly relevant to our interests herey, X . %%

- 1, Rup Bagant 5 .

v

. Main Characters: Rup (eleven years old) and Basant, two
brothers, King Chatur Singh, theilr father
« Sundra, their' father's second wife, her - .
smaid J
On her:deathbed, the mother of Rup and Basant pleads with her husband not
to take a second wife after her death, for the sake of their sons' well-
being. He agtrees, but some time later is persuaded to marry a young, girl.
.This second wife is, however, housed in the palace in an apartment separate *.
from that in which the young boys are living and they do not have any contact
" with her. One day they are playing ball and the ball goes over the,wall
into their stepmother's tourtyard. Rup goes to retrieve the ball. The
stepmother is struck by his beauty and atdempts to seduce him. He refuses




- 24 -

-
.

¥

and manages to leave. Later, &hen her- husband comes to"her apartment, she
accuses Rup of sexual assault. Chatur sSingh does not believe her story
‘initially, but is convinced when her maid corroborates the story. He con—
fronts Rup, who denies the accusation but refrains from revealing his step-
mother's attempt to seduce him. Chatur Singh orders Rup executed. Basant,.
loyal to Rup;] accompanies his brother and the executioner into the forest.
The executioner takes pity on Rup and kills a deer, whose eyes and blodd

he takes back to teh palace as proof of Rpp s death. The two brothers go
on to have many adventures. After twelve years they returm home. Their
father comeg to know the true story and has his wife hangedi )

2. Puran Mal - , - s )
' Main Characters: Puran Mal,.a twelve year old hoy s
oo L " King Salvan, his father'. ; '
. '\} Acchrade, his mothex* B
Nunade, his father's second. w1fe
a r

birth -- he must be put away insa pit for twelve years, to be cared for‘by
a nurse, lest he eitheér die himself or cause his parents' death, This is
done, and after twelve years he is rfeleased with much rejoicing in the king-
dom. In the meantime his father has taken a second wife, a young woman
named Nunade. When Nunade hears of his beauty, she demands of the king that
he send Puran Mal.to see her, and the king agrees. But Acchrade warns Puran
Mal that if he goes to see this woman, he will be putting himself in great
nger. Puran Mal does ,not heed his mother's advice, maintaining’that it
s his duty to pay his respects to his new stepmother.

. When Puran Mal is born, the a:;;gloger announces that his is an inauspicious

When Puran Mal enters Nunage s apartéé“ts, she immediately begins to
make sexual advances t¢ward-xhim, which he vehemently resists. She becomes

very angry and tries ta prevent his leaving, but he escapes through a window. .

Then Nunade calls her husband and’complains to him that Puxan Mal has tried

‘to seduce her. King Salvan does not believe her story at first,. but she,}s

able'to convince him that she is telling the truth and threatens ,to kill
herself if Puran Mal is not punished by death for dishonoring her. At her

. demand, King Salvan orders Puran Mal's:eyes gouged out, his hands and féet

[}

cut off and his body thrown into 4 well. He also orders Acchrade out of the
palace. Despite his maimed condition, Puran Mal survives in the well for
twelve years, at which time he is rescued by a holy man, Guru Gorakh Nath.
His limbs’ and. eyesight are miraculously restored. Puran Mal forgives his

stepmother and his mother returns to the ‘palace. R "
3. Gulab Kaur ' -+ : - R ) iy
‘ Main Characters: Sher Singh, a young man T

Sukhlal his father
Gulab Kaur, his fatherfs second wife

When Sukhlal, a wealthy,man is widowed at‘the.age of fifty, he marries a .
_young girl, secretly giving ber father Rs. 1000 in payment for her. One .
day Sher Singh's pet pa;rof/¥lies into his stepmother's room and he goeséwh

in to fetch it. She makes sexual advances toward him, which he ‘tefuses.
- "wig

n
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-.and he”leaveg her. When her husband comes in, she tells him that Sher

. ‘Singh h#s violated her honor. Sukhlal does not believe her at first, but .
she shoys him Shery Singh's dagger, which he has left.behind in his hurry to !
Yeave. Sukhlal calls fot his sop and demands that he leave the house. Sher
Singh wanders through the countrysigle, becomes the sexvant of a’rich man,

and later, through a chancq encounter, becomes heir to a kingdom and marries‘
tha; king's daughter. - ,

4. Devar Bha@hi'(ﬂusband's Younger Bréthér, Elder Brother's Wife) .

L3

Main Characters: Saleyman, the elder brother
RN '« . - Rangbir, his younger brother
¥, . IS * _Chandra, Saleyman's wife
Ty Prem, Rangbir's fiance
. The father of Saleyman and Rangbir dies, leaving Saleymaﬁ in chargé*oﬁ the »
i hgusehqld. One day wpen Saleyman is ‘away from the house, Rangbir enters’ - )
Chandra's room on some errand and finds her alone. She makes sexual advances
toward him, which he refuses.  When Saleyman refurns, Chandra tells-him that .
-his younger brother has sexually assaulted her. Saleyman confronts.Rangbir °
withe this repott and, in his anger, stabs him. Rangbir falls_to the floor
unconscioys ahd is presumed-dead. Saleyman has him put in a:wqoden box and
thrown into ;ﬁg Jamna River. The box flaats downstream toshis fiancee's vil-
',fage, There 4 washerman sees the box, pulls it ashore and opens it., He
_ revives Rangb#r,, who télls him hig story and asks him to call his father-in- .
- lawfto-be. His fiancee nad her parents come, take Rangbir home, and call a

doctor. He recovers, marries Prem, and inherits half of his father-{n-law's
property. - e :

'
- .
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5. Jaimal Phatta . . ‘ .

~
-

“

. " Main Characters: King Biramde 35 L ., . ot
' . Maldey his younger brother* | - e ,
Ca . . s ﬂJaimél} his sQn ) Lo .. f
: o 0 Jaimal's mother ‘ © s .
o ) , His mother's brother - o )
- @ ca ‘ . His mother's brother's wife" '.:~ R
v . © “His wife ) s .

»
- .

King Bixamde -dies.an'd Malde, his younger brother, takes charge.of the king-
dom. Jaimal is only a cHild, but Malde bégins to worry about the day that he
will -cbme-of’ age and claim.his rightful share of the patrimony. He orders
his.barber to cut Jaimal'é’fingernails,‘using'a poisoned nail—cutter.b The
barber tries to comply with this order, but three times the nail-cutter falls
from his .hand when he starts to cut Jaimal's nails. Frightened by this omen,
. the barber confides in Jaimal his uncle's plan. Jaimal goes to his mother and
tells Her what has happened. She suggests that they leave his uncle's home

at once and go to live with her brother until Jdima; is old enough to fight ‘
for his rights. . ‘

4 yo. : .
Jaimal ;¥b¥§ to métu;ity in his mother's brother's kingdom and his
: marriage is celebrated, but not tonsummated, ‘there. 'In the meantime, his
mother's brother, who is an old man, takes as'fis second wife a young girl
.of sixteen who cohegﬁfgom the same.village a¢ Jaimal's wife. When this girl

. ~
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sees Jaimal in her husband's palace, she falls in love with him and takes the
opportunity when they are alone to make sgxual® advances to him. Jaimal
refuses to accede to her pleas that he sleep with her and sHe becomes angryiw.
Later she reports to her husband that) Jaimal has dishonored her, and Jaimal .
and his mother leave her brother's kingdom. Jaimal brings his wife from T
her parents' home to live with him and his mother in another city. Eventually ,
he goes back to reclaim by force his share his father 8 kingdom from his ° n
father's younger brother, Malde. \ )

<

6. Bhabhz ka Pyar (Elder Brother's Wife Laqver)

Main Characters: ; Viksam, a young man
Bhartrihari his elder brother '
His elder brother's w1fe (bhabhz)
+ Her Lover

7
’

One.day Vikram observes his elder brother's wife in the embrace of another

.man. When she realizes that she has been seen, she is fearful that Vikram
- willy tell her husband about her indiscretion. To forestall this, she goes

to her husband and actuses Vikram of sexually assaulting her. Her husband
is furious and exiles his younger brother. Howéver, she is+mot satisfied
with this,” and in order to make sure that her secret is perfectly safe, she
hires four executioners to kill him and bring back his eyes as proof.  The
éxecut ioners take pity on him, kill a deer in his stead and bring its eyes
to the woman as evidence of the killing. She continues her love affair, put
through a strange set of'circumstances hér husband eventually comes to k

of her 1nf1delity He has her lover FXecuted and sends a servant to find
Vikram and bring him home. When-Vikram returns, he forgives his elder
brother's wife for her misdeed. His elder brother gives the kingdom to

" Vikram and,becomes a sadhu.

. %
h K X4 \

It is perhaps worth inserting here that in the complete texts of, these -
stories it is almosf always asserted that the. events ‘be g reported actually
took place, and axevchus histovically based. In some cjges the characters
are wyidely-kiown historical or semi—historical figures (f6r exéample, in the- .
story of Puran Mal who also appear in other taled .of legends of the region.
Even if the characters are not of this kind, they are typically placed %n
known localities (though not usually‘in nearby localities),giving additional
credence to the notion that the story is based upon fact rather than fiction. -
This device is particularly marked. &n the story,of Dharm Palg where the
village,.district and date of the incidents (1935) are all specified early
in the re,pitation. o R S o
. - @ o ) ~

.Of these seven tales, or portiohs of talés; six are wvery clearly typé
specimens of the Lustful Stepmother motif. The structurg of each follows -
very closely that outlined above for this motif (after Dundes 1962), and

the variations of personnel do dot introduceﬁa significant changes in the Y
basic stor'y line. .These tales, so closely related within a common cultural
tradition, might almost be considered versions of a single tale, althohgh »

they are not in any sense so considered by their narrators or by their
audience. 1In the first four tales (Numbers 1, 2 and 3, plus the initial

story of Dharm PaZ Shanta Kumarz) the seductive woman is, classicaldy, the
P -4
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‘s;epgqther.‘ In the fifth tale she is the young man's elder brothet's wife,
and in the sixth she is his mother's brother's wife. These other kinswomen
say he.treated as "all-characters" (Fischer 1966: 129; cf. .Dundes 1962 for -

the stepmother). The seventh tale (Number 6) is perhaps not an unambiguous

" example of this motif, since the crucial seduction scene is absent. However,

" structure of the social system in which they -are produced. It .is a common-

the accusation, exile, and eventual vindication of the husband's younger
‘brother follow 'the motif structure so closely im-other respegts that we have
‘zincluded it as a possible parallel’

The approach which we 4ntend to take hHere is based upon the assump;ionc'
that one function of folktales is to give expression to important social
values, to culturally-shared ‘asSumptiond\gbout the nature of the world and
about,human nature, and to pattermed socidinconflicts arising out of the

<Jlace to state that a storxy which is told and retold, dramatized ‘and, per-
formed, sun'g and enjoyed and popularized for periods of decades and even
centuries, must be,cbmmnnicating sopething to its audiences beyond’ the bare
"information"” that a particplar set of possibly historical events, involving
people with whom they are peréonally unacquainted, hag occurred. -Such a story -
is communicating something about human nature and about the &ay that  adherence*
to certain values -and norhs can keep this 'nature controlled, can harness and
restrain it in:approved directions. It is.saying §§mething~tg_}£§ audience
about how one ought to conduct one's own life, even if the likelihood oF—ome's
ever being placed in the situation of the storw's protagbnist is remote and. .
perhaps not even9consciously‘contevplated as a possibility. Such a story is .
also, perhaps, by causing its audience to focus attention on certain key -points
*of social stress or ambiguity, allowing the acceptable resolution of certain °
"socialpsychological conflicts inherent ‘in the particular social structure (and
perhaps in life itself)" (Fischer 1966: 129)._ .
Although ‘the formal structur of these tales.is not such that ‘an explicit
"moral" is appended, they neverthe can all be seen to contain an implicit .
moral (or, more accurately, a set of related morals) whiqq are abundantly
clear to theircaudiences, and .can be made clear to.the analyst as well. We

. wish.to show ﬁeie'whag the study of the Lustful Stepmother motif:in its variant ,

expressions in the folklore Oof pg%thwestern,lhdia re®eals specifically,about
the nature off, relations within the family and between the sexes in this society
and gbout some urdderlying assuimptions”and inherent cultural contradictions per-
"taining to thﬁ,nature o{ghumgn sexuality and itﬁjsqpial control. £ )
. v ~ R 5 . R
In order to dp this, it is not, swfficientgép draw orfly on the synopses
of the stories which we have presented here. We must, on thé one hand, T
draw on our knowledge 'of the social organization and particularly the kinship L.
system of the region of India, and, on the other hand, use the complete 2
texts of the recorded and puﬁ‘;shgd,Versiqns'bf these tales which fof -
practical reasons we have nQt chosen to print in their entirety here., The

o n ]
most useful kind of data for this purpose are the dialogues of the centrai *
characters in'the seduction scenes and¥subse quent accugation, punishment, ° .
and vindication scénes which proceed in stgrédtype& fashion in the seven .
tales. TFurthermore,“there is the didactic commentary of the narrator (or Y ‘
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'poet," kavi) in the sangs, and ‘the remarks of minor characters (such as
the executioner and the king's minister) advising or reflecting on the
events which have occurred. It is a reflection of the common tradition
out of which these stories have emerged, some recently, some perhaps centu-
ries ago, that these diélogues and commentaries tend to be phrased in
predictable, almost formulaic wording, that ‘identical metaphors are repeated -
: " in one story after another, that reference to the better-known stories e
(particularly Rup Basant and Puran Mal_ are made in the course of other
stories containing the same motif and that similar references to Indian
literdry and folk tradition are commonly made where they' are deemed appro-
priate, usually as "examples" of "proofs" (praman) of the wisdom or fool-
) hardiness of behavior contemplated ®r committed by the "claracters in the
story at_hand. v i
A central focus in all of these stories is the relationship between
stepmother and stepchild. This relationship in-India, as in so many other
societies, is viewed as inherently imbued with potential conflict. It is
felt' that a’EfE?ﬁEtEei will fail to take propex care of her husband's children
y a previous wife, that if she has childrert of her‘pwn ‘she will favor the
latter, -and that, in any case, she will try .to drive a.wedge between her
husband and his children by a former wife, eoffplaining to him about their -
behavior and carrying false reports in order to alienate his affections
from them. The stepmother is an object of suspicion and mistrust and‘is, g
by dePinition in' this society, the "cruel" or '"wicked" stepmother. Thus,) .
» according to a local proverb Stepmothers are bad ‘even if they are made of
dough" (mossi to cun ki bi buri). The Lustful Stepmother motif, as it is
- treated in these stories, must therefore be considered within the context
of the "Cruel Stepmother" motif (Thompson's S31) in Indian folk literature.
The former's sexual aggressiveness and later accusations and punitive demands
are treated as one variety of the type of cruel behavior to be expected from
persons in this kinship role. This point is/illustrated, for example, in
the opening scene of Rup Basant, in which the dying mother begs her husband

not to marry again "for the sake of the children.”" She does not, we may note, .
indicate in her pleas any desire to.insure that her husband - be sexually g
- ) faithful to her. Her motive' is rather to ensure that her sons will never

! "~ have to submit to mistreatment from~“a stepmother. The game cpncern is re-
flected in King Chatur’ ingh's. arrangements for separate living quarters for
hlS second w1fe “Wheh he ffnally accedes to A remarriage. ’ .
i . ) ’ * T e eem—
. - That' the motif of the Lustful Stepmother is seen in this culture as a
’ variatiqn of the theme of ‘the Cruel Stepmother is also demonstrated in the .°
“fact that in several of the Sang an bnagan text<s with which we are dealing,
«, the Puranic story of Dhruva is pointedly referred to. The latter story is °
" brought’ in either as part of a warning to the young man of his stepmother's
possible unsavory intentions (for example, in Ruran Bhagat, by his mother) .
. or in the course of reflectlions by.dubsidiary characters,"or by the "poet"
" on the inevitability or predlctability of the stepmother's.behavior. The
Dhruva story is. a strqightforward exafiple of the Cruel Stepmother motif —-. 4
a young child is slighted by his father at the instigation of his father's
‘. 7 second wife and, 4s a result, determines to devote himself to a search for
. " God, eventually;being elevated to the heavens as .the North Star (see Ghosh
b ) 1965: 302 -307; Coomaraswamy and Nivedita 1967 3784380) .The seduct ion

. ®
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wotif is entirely absent from:the Dhruva story, yet this story is -viewed
as direct parallel of the tales being discussed here.? ( e

A3 °

|
' The role of stepmother can aonly be fully understood iﬁ\persﬁectfve
of the role of mother. An understanding of the concept of motherhood in
Indian society (although the mother herself appears only indirectly in
most of these tales, and centrally in none of them) is central to the con-
textual meaning of the Lustful Stepmother motif. The mother in this culture
is idealized 4s a nurturant, succouring figure, an always-dependable source
of security-and warmth., Self-sacrifice is seen as the essence of the.,
mother's role -- she will give 'up every pleasure and need of her own in
* order to ensure the happiness and well-being of her child. The mother is
viewed as dispensing freely and openly the purest,and most genuine kind of
love, and in return the child offers complete deyotion and dependency. In
the relationship of child to its.mother, respect 'is combined with warmth
and intimacy, and there is little of the restraint.and distance which . -
characterizes the attitude toward its fathér.. Woman as mother i$gto be
trusted implicitly -- her non-sexual love is, for.a many’ pufer aﬁd;gépe .
worthy even than the similarly self-effacing #deal love é? @vwf?e for her
husband. This, ig one aspect \of the essertdally dualistilc c?méaption of woman
in this soc¢iety ta which we will refer again latér.  ~ 4 . R
. . £ - £ e s \‘L . . ? N N . j )
. - * Ironly two of these tales is thé'proﬁagonistks’mdther‘fiving: ° In both,
she is a model of motherly devot'ion, ‘sharing’ in hig*punistfment; atd exile, . -
*Ycleavingsto him (rather than to*her %usband 6r other ¢lose kin)y in his ad- ~
+ wersi¥y (see Purim Mal.gnd:iggmql Phatta.) In the other taleg the mother
is either stated or presumed.tp berdead, but here the "mother" role never-
the;ess‘{s-ceﬁtral to the drghatic conflict of the story, particularly in
the seductTon scene ahd its {mmediate afférmath. -Indeed, the very_fact that’
the protagonist doeés bt havei'a living mother brings the concept.of motherhood
*Qore shaxply into focus as a Qentral issue. The seduction scene, as it.is
“drawn out dn the dialogues of the young.man and woman, becomes a struggle over
the definition of their’'relati ship, and the young woman attempts valiantly
to ,redirecm his attention to w she considers to be the more important issue
of her desiré for him. .Consisteqptly the young man tries to define the young
woman, whatever her actudl™relationship to him, as "a kind of mothér," while
she tries to persuade him that even if she is perhaps superficial and from~
one point of view "liE% a nnﬁher," in reality their relationship is quite
otherwise, and ‘sexugl relations bétween them are quite possible and indeed
approprighe, -He stifbFornly insists uggn‘plading her (or rather, keeping her) -
"in"the category of‘probhih};ed sexual. pattner, while sheMefind® herself as - ..
imminently eligible, \\‘“' - . .

N , N

‘

. In.Indjan society the use of kinship tefms in address is felt to have
a kind of coercive power or at least a positfive influeiice on behavior, so
thaty for example, talling a man "brotHer" May act as a damper to any pqssibly
dishonorable intentions he may have. hermore, relationships between per-
sons of the gppodite sex who are not in the prohibited kinship categories
are felt to"be potentially, even inevitably, sexual in nature. Thus it is
pot surprising that a key device in the young man's rejection of the woman's
- sexual advances is the use of vario in terms for "mother" and the develop-
ment of arguments -based on the supposed "mother-son" relationship existing

. . . -
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between them. The general thrust of his -argument is all of the examples_

of the motif which.we have examined, is that (1) mother-son incest is a
heinous sin; (2) we .are mother and son to one another, (3) therefore, sexual
relations between us are unthinkable. . \)

-
N \ -
~ . i ~

For example, in one of the printed ‘versions of Eup sant, the young
man replies to Sundra's unbxpected proposal that _he forget his ball game and
"play" with her: ‘ ¢

"You are my mother -- don't-give me bad advicé. . . Why aré &
. you putting this burden of sins on your head? Being a mother,
you :think about mgking love to your own son. \

And she replies: . "

hY

"Don‘-\&%y mother, mother .to me . . . come to your senses and -
let's discuss this.” : . . . Coe

Later, in their duet,'the followiné portion of the dialogue is relevant:

S. "Be my husband =- don't make me your mother N mother is
only that one who gives birth to a son.”

R. "But-who is the sister of one's mother [mausi, ' stepmother,

has as its "primary" meaning "mother's sister"] if not a

. mother° - . .
S. "If I want té have gex with you, then yhat are you to me?"
R. "But when I call you "stepmother," mother, then, what am I
to you? o .

In a similar dialogue in the gang version of Dharm Pal Shanta Kumart,
the young man pleads: -
. : — ’ ! 7
"If you renounce your dharma, our kaima will be ‘ruined.. Day

will turn into night, oh mausz‘ for three lives we will suffer
from this sinn )
If you become the victim of lust, oh mother, you destroy dharma.
Consider yourself my mother! Let mé gd, I pray you."

~

An important distinction within. the general category of "mother" is _ o
made by the young man in several of these texts: that is, between the pap

‘kz ma. .("mother by sin") and the dhayma: ki ma ("mother by faith" is any

other woman who stands in a status position “eqiiivdlent to that of mother™ T .
The latter term may refer to the stepmother or to someoge who takes on a

"mothering” role or occupies a "mother-like" status (as, for example, the

elder brother s wife in Devar Dhabhi.) In traditional Indian literature . -

the guru's wife is sometimes referred.to in these same terms+ The i impli-~

cation of the contrast is that the dharma ki ma is deserving of even greater

respect and reverence than the!Vreal mother because the relationship with

her is pure,” not baged on the "sin" of sexual intercourse)(that is, between

her and one's father.) .(Thus; for example, in the confrontation between *

Rup and his father affer Sundra" ‘has made her false apcusation, Rup protests



.
-

hi8§ innocence and m@kes reference to his deceased mother:

- "That «mother was tRw mother by sin, this is my mother by Ty
' faith. I bow to her with folded hands . ... If I were to ‘
Pay my respects daily to my mausi, I would go to heaven." 0
s : . N %o
Elsewhere, with the game intentions, he maintains: "The rights of a \
mausi are greater even than those of a real mother." X
* ¢ »
- In another example, Dharm Pal (in the sang version of thisAstO{y) \
' resists his stepmother's proposal with the words: * Y
"I am.to you a son of faith, and you are my mother.
Having seen my good dooks, maust, don't do this great wrong ... .
x [of] having lustful eyes for your very own son." '
The sangs' and*bhajans whoge texts we are examining tend in general
. te uphold the scriptural norms and values in kinship matter3 as in other
areas. Thus, in the tale which deals with an elder brother's wife and he
husband's younger bnother\sDevar Bhabhi), there is no significant difference
“in the dialogue or comment3ry from those tales in which the seductive wom
is a stepmother. The ideal that the elder brother's wife should be respected
" as a 'ipure' woman of the "mother by faith" category is adhered to in this -
sang,”’even though in fact in this region there is a stereotyped joking
relationship between the elder brother's wife and the husband's younger
brother. 1In this relationship, particularly if the brothers are fairly ,
close in age, mutual teaching, joking, and sexual innuendo are permitted
and even ejpected. While actual sexual relations are not considered accept
able, they are .probably regarded as less serious than adultexy with an
urirelated (or otherwise related) woman and do not constitute "incest" as
do such relations with- a "sister," "daughter" or "mother” (in the extended
sense of these terms.) But there is no reference to this relat ionship of
license in the text of Devar Bhabhi, and the woman does not use the existence!
i:) "~ of such a relationship as an argument for the acceptability of her proposition.
The dialogue here is very gsimilar to that of the man and woman in the four.
"stepmother" stories. Thus, for example, Rangbir protests when his bhabhi
suggests that they make leve: ' ' '
"Why are you committgng this heinous act? You and I can never
. be a couple. There will be.a great outcry in the world. . .
+ ~ ' Bhabhi is equivalent tq a mother!"

’

—w e¢sind in their later duet his §iéter—¢n-laﬁ'plea@s:.

B. ‘"Please do as’I say; fulfill sire!l" .
D. Bhabhi, you are like a mother to me. Do not destroy the" =
. fortress of our house!" X 4 N
o . B. "You and I are a perfect couple. " Do not make me your mother!"

*D. "ou should pair yourself.with my brother, not with me."

Further &lone in their‘dialogue.Rangbir tries to reorient his sister~-in-
law's’ feelings. for him not only by calling her “mother,' but by attempting

. 3. ,—\ . , . . .
~ .
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‘to elicit '"motherly" behavior from Her: '"Take me on your lap and love me"
, a phrase having all the implications of a mother's non-sexual love for her; _
child. " » ‘o 4

N
An 1nteresting solution to the problem of redefining the relationship
is sought in'the story of Jaimal Phatta, where the mother's brother's
wife is the hopeful seductress. She does not deny that she stands in a
forbidden relationship to Jaimal, but attempts to establish fhe existence
of a prior kinship relationship which should take precedence. She points
out that since she and Jaimal s wife are natives of the same village (and
are therefore "sisters" to one another), she is in reality Jaimal's "wife's
sister" (sali). And the wife's sister is a permitted joking partner —= this
relationship is dgfined in the local culture i very much the same terms as
L the relationship of a man and his elder brother's wife.
It may be observed here that in almost all of the tales being discussed
(and in all of those that are known t® be "traditional' rather than® recently
composed by contemporary sangis, the seduction scene occurs at the very '
first meeting of the couple, Although this fact is never given particular
stress by the central characters nor in the commentary, it is striking that
as a consequence of it the attempted seduction does not in fact contravene'
an existing and on-going role relationship between the parties. The woman
involved has never really "acted" as the young man's mother. She "is" his
- mother by definition, but her knowledge that she is propositioning her
"son" is an intellectual knowledge, not oné’born of nurturant interaction
* with him. Her desiye is not "unnatural or '"perverted"'in that sense. Her
X love for him is "love at first sight" (or, in some versions, "love at a
- distance"); it is in no case a deep and mature attachment growing out of
lengthy and close interaction. This manner of staging, the attempted seduction
- may arise out of certain conceptions about- the nature or romantic love and
sexual desire, but it is also clearly the most obvious device by which the
extraordinary situation being portrayed can be made even remotely conceiv-
able to the composer and his local audience. Furthermiore, .it enables the
poet to_avoid the vexing question of motivation and psychological character
.development whi¢h would be involved in explaining a genuine role reversal.
In the cases in which one must assume some kind of longer-standing relation—
- . ship to ‘have existed between the man and woman before the attempted seduction
(in Devar Bhabhi and Dharm Pal Shanta Kumari), the problem of the role change
' is simply ignored by the poet, with no, attempt at explanation. .
Another matter to be considered is the relationship between the "father—
figure" in these stories and his wife: it is in this relationship that the
poets and their audiences seek the key to the motivation of the young
< woman's seduction attempt (her motivation in accusing and punishing the .
B . object dfher <desire is-considered obvious: .the wrath of a woman scorned.)—
Wewill contentrate in this discussion on, those examples which involve a
lust ful stepmother, although many of our observations apply to theﬁother
- . tales as well, N ‘

» -

In every case, the marriéd pair consists of an 'old" (i.e. , over fifty)
_man and much younger woman (in some versions she is as young as twelve years
old; in others she, is sixteen or eighteen. Exdept where the seductive wougn

— " -
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is the-bhabhi, she is the old man's second wife, taken after the death of his
first-wife or married polygynously. 1In each case where a stepmother is in-
volved the old man has one or more mature sons (i.e., over twelve years of age) Gl
by his first wife; The significance of these facts lies in cultural attitudes
toward polygyny and remarriage and toward qualifications for marriage and the
criteria of suitability of mates. While traé;tionall& polygyny has been per-
mitted in Indian society, and while it is still generally regarded as a plaus-
ible alternative to monogamy (despite national law to-the contrary,) the 'prac-
tice of taking two or more wives has. never been highly valued or admired, nor
has it "ever been widespread, Hindu traditional’.law has specified rather pre- .
cisely the circumstafices under which polygyny is acceptable -— .<mo¥ these

relate to the i /ility of the first wife to provide a man with o ing,

th male heirs. While polygyny appears in Indian myPhs and

a common prerogative of kings (mot all of whom indulge in it for
rocreative reasons), it is generally treated (in folklore, and in the
tional literature as well) as evidence of moral weakness on the part of .
e man involved, and is shown to result in considerable difficulty, unhappi-
ness,.and even tragedy for all concerned. Remarriage for a man after his

first wife hag died” is regarde? in a similar fashion (although perhaps with

somewhat less disapprobation), if.he already has living sons. One possible
justification for a remarriage in this latter situation would be to have a

woman to take care of the children, hut this justification runs up- against the

- —prohlem of the inherent cruelty (or at least lack of concern) of.a stepmother -. -
‘ towards her husband’s chi : § not to say that remarriage of widowers .
is in fact rare in Indian society -< the oppos erhaps. the case -- but it

does suggest that the morali§§'é attitude toward remarri3 gne of consider-
able -disapproval. A fundamental basis for this disapproval proba} lies in " . ]
the notion that marriage (and sexual activity in general) should be undertaken
mainly for the purpose of procreation: for the provision of male heirs
- carry on one’'s lineage and to make the appropriate ritual offerings affr one's
death. The pleasure which accompanies the procreative act shoy ot 'be valued-
too highly for its own sake; this stricture is of course ed to the ascetic
view that sexual activity is physically debilitating f8r a man) and that over- -
indulgence retards one's spiritual advancement=#% well (cf. Carstairs 1967:
156, 159, and passim.) 3 e

—
.
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Another factor is the idea of man's four stages of life (the four roman) , .

according to which active sexuality and the other activities of a husband and

householder are relegated to a limited period, roughly defined as lasting from

the time wne marri€s to the time that one becomes a grandfather (by one's son).

When ‘the son has demonstrated his reproducgive and social maturity, it is time

for the father to retire from active family responsibilities and enter the third .~

roman in which a contemplative existence should be his goal. .A related ;

which comes not only from the scriptures but from the local cul 18 that a

parent's sexual activity should be finished by thertime the sort begins his owm

sexual life ~- it is “shameful" for a man with an" adult son to-’show that he

still has an interest in sex. Thus in this region it is not uncommon for the . -

parents of a married son to cease cohabiting with one another when their

daughterczin-law comes to live in their house. At least, such restraint is -

. admired, if perhaps hohored more in the breach than in the observance. Its. ¢
. relevance to opk discussion*Ies in the fact that in all of these stories a ,

&
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" < man has embarked upon marriage at an 1nappropriate time in his 11fe. Thus,

~, for example, in-one of the versions of Rup Basant the king's adviser cautions

, him agdinst a.remarriage, reminding him of his promise t& his deceased wife,
and pointing out to him that "you are not ‘of an age to marry . . . don't get
trapped by thoughts of women, trapped in the net of love." The remarriage is
pgrtieularly inappropriate in those cases "in which the man has a son who is-*

imself almost ready to enter the life-stage of householder. Fbr this devia-’

v

-

——tion from-proper morality,etheionly explanation is the old man's unwise ‘and
shameful attachment to sexual pleaspres. This—earns_him so much disappro-
hation from the composers of these sangs and bhaJansfthat"one\mig;tsilmost
characterise the motif from their standpoint as the theme of the Lu
Father!

«

-

The w1fe3 as a- consequence of her marriage to an old man, 4s portrayed
somewhat as a Vlctlm, rather than as a vamp, at least ing ar .as her relation-
ship with her husband is concerned. Accofding to the tem by which ‘
marriages in this society are arranged by parents ther than resultihg
from romantic love between the couple, the “is reported to have been
"given" (or even "sold") --see Gul ier father,
and her lengthy.discourse in th duction scene, in which she reveals her
unhappiness in\ﬁEr marria§e¢/f§gi:fende to arouse sympathy --~ and desire --
in the young man and to mdKke her a somewhdt sympathetic character in the eyes

of the audience. However, in this soc1eCy an audience's reaction to.this
kind of plea is bound to be ambivalent at best. 3

%
» ~

The essence of the young woman's marital dissatisfaction is to be found,

.

4

in cultural notions of a "£it" match —— .ideas about what is a.ggpod pair" versus
“an "unmatched pair" in marriage. The plaint of -the young woman centefs around
¢+ the idea that a couple joined in marriage should be "suited" to om€ another:

_+ "One should not try to mate a camel to a.she-goat,” "A mare .lgoKs good with

‘An ofﬁkrela -ed
e young.man‘
This‘"equality"
concept of mptual suit-
so implied. * ) >

-

the'proper rider”; "A heifer has been joimed to an elephant
phrase in all of these texts has the young woman saying
"You and I are a perfect pair" or '"We are an equal ma
is put primarily in terms of age, but a more gener
ability (and potential sexual compatibility) is

k4

-

e, repeatedly asf: that “she not |
fents and her .husband hive done
force her to become a party to it.
0 be sexual dissatisfaction -~ somewhat /
art of the old man is asserted to have been_

The young woman,” in the seduction sc
be blamed for this situation, for her
‘wrong to think of such a match and

" Her problem is explicitly state
ironically, sinte lust on th

b
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And later: ... - — -
"I am dying without a man; d)//(( . T .
"I am thizsty: you be Indra and shower rain on me. )

You be' thg snake charmer and charm me with your love flute;
I am a cart for hire: you be my cart man . "

And so-on.,. .
? . .

In Rup Basant a similar dialdgue takes place, in which Sundra attempts Ct
to excuse her behavior on the basis that the very natural desires of a '
young woman have been thwarted by marrying her to-an old and (by implica-
tion) impotent man: ' o .
"There is no fault of mine in this; the fault is of the king. -
Consider this the miStake of your father; .
As if marriage were a game! T ‘
My age is twelve years, and he is an old bullock. . '
Whenever I put it to the test, ! passed and he failed. a ’
How can a person live when the relationéhip is between unequals?"

she reports to her husband that Rup has assaulted her, she
tifully of her helplessness as a pawn in the game of others:

"I am like the wife of ai orﬁhgn — I was married to the Father z Loars

C but the son kept me in his house [i.e., had . sexual inter—

course with her]. . . -

May, that Brahman die and that Nai [Bagper ~— a marriage inter-
mediary] die without  a son, to whom the whole world was !
empty when they betrothed me in this houge [i.ey W
were unable to. find .any other husband for her].

-My parents have drowned me by marrying me to a previously- ‘
married man." ) ' : g

)
Another factor in the young woman!s unhappiness, mentioned in some of

the texts, 'is her childlessness. Her craving for'a son of her own provides,
to an audienee in this society, a readily conceivable motive for her willing-
ness to cofitravene the strict norms of marital fidelity and_the incest taboos. .
A child¥ess woman is one who has been‘qble neither to fulfill her bodily
fungtions as a woman, nor to assume the ideal womanly“rolg of motherhood,

the dialogue of the,seduction scene the young woman in these texts thus .
makes frequent reference to the.fact that she has not yet been able to ’
"blossom,” that she has not "borne fruit." These and other ‘metaphors for
pregnancy and childbearing are used liberally in her attempts to perguade .
the young man to lie with her. In one text, “Kam Kala, expressing her love ’
and desire for Dharm Pal, even says to him, "How I have longed for a son as
beautiful 2as you:" 'Other characters in the stories also make a source_of
unhappiness for her. For example, in the accusation scene in one vegsion of

Rup Baeants her husband remonstrates with Sundra when she accuses Rup of -
assault: o} " . ' » ’ e

L]
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"My Rup is not like,that —- g1ve me a wh1p ~- that woman is talklng
rubbish.
- .He is young -- he doesn't know east from west.

Why are you so jealous of these children?

One day you too will blossom."

While the young woman's sexual frustrations and childlessness doubt-
less arouse 'a certain amount of sympathy, and while the teéexts include
comments by subsidiary characters and by the poet-narrator to the effect
that het behavior is what might be expected from a union between an elderly
man and a young woman whose sexual capacities are at.their peak, there is
no attempt made to excuse her behavior nor to exonerate her from wrong- , .
doing. Rather, it is suggested that her behavior is imminently illustrative
of “'the way women are." The notion that the Lustful Stepmother is in a
sense a typical representative of her gender is brought out wery clearly in
the hoice of a title for one of the sangs in this collection (a vetsion of
the Rup Basant story), namely, sangit Triya Caritra, "The Story-Song of
Woman's Character." Like the Spanish tales of Women's Wiles (see Yohafinon
1968: 261-263), these stories on the Lustful Stepmother theme reveal a, -
great deal about cultu?ally—shéred,conceptions of the nature of femininity.

We have suggested above, in out discussion of the concept of "mother~
hood;" that woman is viewed dualistically in Indian society. This dualistic .
view results from a basic ambivalence toward the female sex —- an ambivalence
which Carstairs, for example, seeks to explain in childhood experience (1967:

"156-162), but which in the pregent context we will deal with only on the

manifest level, as it is reVealed in the texts and recorded performances.
One aspect of this conceﬁtion of womarthood sees her as benevolent, nurturant,
"pure," and loving, im the non-sexual sense., This is "woman as mother," the

-aspect in~which.woman is idealized and even "worshipped" in Indian social and

religious life. But there is another contradictory aspect of woman in which
she is viewed as threatening, destructive, and aggressive (specifically
sexually aggressive). It is this aspect of ~woman that 15 represented by the
Lustful Stepmother and that is referred to in the phrase 'woman's character.",

" f 3
&

There are several particular characteristics of woman in this aspect
that are referred to ir the course of these stories. One of the most
important is the characteristic of being untrustworthy, decejtful, and
unreliable. ‘In this connection, a well-known local saying is repeated
almost formulaically in & numper of the texts, namely: noone can ever
understand woman's character: first, she kills her husband and then she”
commits sati [self-immolation on the funeral pyre of her husband] " The
Lustful Stepmother of course demonstrates this characteristic most clearly
in the accusation scene, where she carefully sets the stage for her husband's
return and then proceeds.to convince h<im of the truth of her highly implaus—
ible story. 1In most of these texts it is said that the woman "does asanpatt
in other words, she disarranges her hair and clothes, removes her jewelry, and
lieg on the floor feigning illness &d distress. She dramatically recounts
the details of her- violation and has her maid recount them for her, neatly
reversing the roles of the actual seduction scene:
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¢ . . ‘ / N
"The Queen was crying out-"Son! Son!" as he dragged her to the

floor and said, "Love doesn't know any mausi or beta ["son"].

Our pother was Rupade -~ you are my woman. =
+ A mare looks good with the' proper.rider, and you are. suited
- to me. “ .
] [

He dragged her to the bed -- there was a long tusngi e W

And then, in her own .words: , v

"He bit me, he ate my flesh: .
* I cannot even ‘tell you all the bad things he did. Lot -
e 0f course, you-will side with him #— who will believe me?" v
k1 ~
- Another related characteristic of woman in her destructive aspect is
her —capacity t¢ bring dishonor upon the family, to cause the "line" (kula) to
be destroyed, to attract the ridicyle and contempt of others upon the families
of her husband and her father. The instrument of’ dishonor is understood to
be her sexual laxity, and the point is made that the woman driven by desire
is not even heedful of the social or kinship status of its ohject, stfll less
for the -consequences of her actions on -the prestige and reﬁutation of her
family. According to the king's minister in one version of Rup Basant:

) 7)_/

"When a woman is bent upon sin, she can be the mistress of her
own brother or son, 3%e can give birth as a maiden or widow.
She won't hesitatd to shame the lineage, won't ‘consider who is
an outsider, who 1s lower or higher." e
. ’ ' ' , .
Furthermore, a woman—driven by sexual desires is irrestible —- it is in -
this frresistibility that her danger lies, since it m3kes the strongest man
helpléss to defend himself against her onslaught. While mefi can ‘control their
sexual -urges, women are insatiable. Yet, once a woman really puts her sights
on a man, be he saint or ascetic, young or-old, he will be unyittingly drawn
into her net and forced to abandon his dharma, his religious duty:
, 4
"King, there are thousands of old books describing last, and all
agree that 17/20ths of lust belongs to women, 3/20ths to men.
- This is why you cannot trust her. She has so much power in her
—-body: Immeasurable is the strength of woman.
And in another context, the executioner remarks upon the folly of Puran ’
Mal's father believing his wife's story: ot _ .
d%hq followiqg are great ev;ls: water, fire, women, police,
prostitutes, and snakes. Those who are trapped by these will
not escape." ind
In sharp contrast to the character of the woman is that of the virtuous
young men. The latter's virCue does not lie in his ability to resist
. temptation -- for there is no suggestion in any of the stories that he is
actually tempted by the seductress' offer or that he’shares her lustful feel-
ings but is determined to suppress them. His étruggle is shown to be against

[y
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an external threat (the woman's irresistible power to entrap) rather than ~
against any forces within himself. Armed with his convictions about the
morality of kinship,” the nature of religious duty and the inevitability of
spiritual retribution, he fights to save himself from being overwhelmed
by her anti-social intentions. His religious:arguments are couched in .
familiar Hindu terms: dharma, karma, rebirthé ahd hell, and he elaborates
upon these in multip11c1ty of permutations. He measures the sinfulness of
the act she proposes in terms of the number of miserable future lives in
which both of them will experience its consequences. He expounds upon the
quantity of bad karma to be accumulated through commission of such a moral *
outrage -- while she counters, "But I assure you therd?fs great pleasure in .
this karma!" He:tries to frighten her with the knowledge that she will burn
forever in hell, ‘and reiterates the firmness of his own resolve to uphold }_
his dharma at any prlee._‘ . ot .. ‘
Al

» '"The sun's chariot may turn back, the earth sp11t, the sky f;ll«

Brahma may be entrapped, but Rup will not renounce his dharm

The Ganges may return to Haridyar,

The whole world may lose its dharma, . .

The gods may take birth, ’ . . o

But I will not sleep on your bed. 3 ‘ .

Life after life would be blackened by._that act. .

Think how that couid be washed away'" ' ;

4

Further, the young man' appeals to the woman's sense of family honor. He ..
stresses that the act she proposes would bring shame and loss of prestlge to -
her husband's family —- to "our famlly.” For.example: &

"Are you not afraid in your heart of the calamitles which ,
may befall you? %
You are suggesting somethlng that w1ll tuin the prestlge and - ;
honor of the lineage.' . . Z

- N
<
.

He also appeals to her own sense Of shame: "There will be no place for you

‘to show your face; the whole world will 1augh. » But she retorts‘ "I don't L
give a damm for th1s stupid world!" . ' ‘ T ‘ s
4 - . - !

Y

It is interesting that there are very few passages in agg'of these texts C
in which the" young man makes direct reference to his father-figutre's prior 4
rlghts.in the sexuality of the woman who is importuning him. We can see in thls
fact evidencé of the marked constraint between father and son (or between: a mart . .
and his-much older brother or his uncle) concerning their ;espectlve s&x;%ives.
Carstairs has made much of the fact/;hat a son in Indian society is soci llzed
so as to suppress before his father all outward express1on of+the fact, that he

leads an adult sexual life -- he enacts before the father, in Carstairs’; uerms”

"a Symbolic selﬁrcastratlon" (1967: 159- 160) Bu; it ;may further *be aned 5 "N\ -
that a son also, properly suPpresses any Qpen agknowledgement of the *act that
he is aware that his f&fher leads an act1ve seggal llfe.‘/}his restraint seems./}
to function not only as'a sign of the respect d lack o unwontedeamlliarity

that is supposed to charactéfize the attitude of a son oward his father,: but
as a cdnrelate of the "pure," non-sexual, mother. F thermore, it is clearly

an aspect of the ‘notion referred to aboves of the
between the generations. /P

. - - .
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¢ In aﬁy case, the main point’ we wigh to make here is that, as far as . y
the young man is concerned, it is the, incestuous, rather than the adulterine,
I ’ A [ H <
. aspgcts of the proposed dalliarce which manifestly, at least) disturb him. . )
In Jaimal Phatta some referencé&dto the uncle's 'pre-eminént sexual rights, . ,a
) over the young.woman, his aunt, is made: T Lot
- . [ s PR » ¢
° . - > P N "h'- s
© '"We are like mother and son. , ’
. . 1 love my uncle [mother's brother] more than ny life. . . - .
- - I cannot be the rider of a mare raised by someone else."

-

—
. .
»

. ' However, this comment is not typical. In most of the texts, if in the
seduction scene any explicit mentioh is\made of the father-figure by the
young man, it is-in terms of the proposed threat to the former's reputa-

tion. TFor example, in Devar-Bhabhi, Rangbir says: 'On the cost of my .
, brother's. homor your dream will not come true.!' Or, in some instances, he
- suggests that the woman fry to find satisfaction in the arms ‘of her own .
) husband instead of harassing*him. _But he does notg¢say, in any explicit
manner, "I will not sleep with you because I would consider such an act a *~ - . Y

personal betrayal -of my father," hor does he, with the exception of the pas-
sage given, refuse' op the grounds that. to do so "rould be to .take something -

belonging to my father." , . . ) " Tl -
® , e . . A 1 .
The young man's virtué in these stories ig maintained to the véry end --
through the dif??ﬁult incident of the accusation, through his exile, and -
"* « even, in.those cases where he again confronts'the woman who has been his .
- b undoings to the final scene of forgiveness. It is significant that in none
e of the stories dves he show the slightest desire for revenge, and that his
- “defense of - his own honor mnever involves ‘a counter—accusation. His character ‘
; is‘consisféhtﬁ‘ definife the woman as“a,"mother? he never wavers from be-
»¢ having tgtrard‘her as a son ought to behave toward his mother. As he re-
"geatedly resolves to do, he.’'upholds his dharma to the-~end. It is true that
in-Rup Basant. the king hag hdis wife hanged when he discovers what she has
d?ne, but this act is not perfdrmed at Rup's instigation.
3 "g ) . ’ - ’ T
T, We ean look at ‘the interackion ofi.the "stepm ther!! (exemplifying\the‘ .
”chaiacfer of ,womam') and the "spepson" (exemplifying the ideal, dutiful. son)
S Jién anpther evg! than that of‘interpersona} confliqt.»- In a larger® sense; -
- thes®#’ charactdrs and the struggle.tﬁey efigage 'in ar symbolig of forces of
o 0 1'relevance. At this level,” the Lustfu Stepmother talés pre~
. . sent to their audiences. the essencéfof the mdre basid struggle Qi society
> oqer nature, of reason over emotion, of self-control Aver sensual abandon.
*The woman, &rom this perspective, represents the dangekous forces of ‘personal
"+ aarchy, social disorder, and self-indulgence; the man Yepresents he desir-

“able confining and -restraining forces which ‘society, strives to impose upon “ -
) {;? man's wants.' @he‘wqmig threatens td umleash the andmal niture of her sex -— . - .
UM, the mam, through stéadfast adRerence to the commands of mokal duty, keeps o,
D %éh}heg in «heck. . The wéman is changeable, and fickle, shifting\ground as hex - ‘
¢ WFi‘gitdEEidh alters, adjusting herself oﬁpgrtpnistically to the\circumstances \ ¢
.ugi% in which' she finds herself.s The man, on the other hand, is‘eMtirely pre- ’ .’

v dictable, forcing circumstance td adapt.to the reﬁuirémenﬁshof is principleéu
»The conflict of society against nature ‘is of” course present:and ompelling in
all’ so¢ieties, but we would maintain that it has -a particularly ch\ntral place.

. s -~ Y b Cl T - -~ . -
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in the indigenous ethos of northwesterg\ﬁ:nf: India (if not in Indian society

\

~

in general)., The interplay of:human nature and 'social order —- envidigned here

in terms of the sexual opposition of female and male and the dudlism of woman s

nature -- has been illustrated through “sohe local 1ﬁterpretations of the Lust-

ful Stepmother mot’if. But this interplay has other Telated manifestations,

not only in the realm of folklore, but in'the.ritual( belief -and value %%

system&'of this culture, (cf.sVatuk,and Vatukrl967b).,' A N
Y N K v .

It would}b ﬁos$1ble ——land enlighteniﬁg —««to .consider a number of other
aspects of; these Lusthl Stepmother étorles., For example, an analysis of. the,
role of tie' wifeul hose cales 1n,which the young man is married), could
perhaps illumlféﬁg furgbem~ '*ﬁuallstic view of the- femlnine chiatacter dis—
cussed earlier Tt "is? > ﬁﬁicant perhaps,land Qextainly of interest, that
in, none” B thése stories: h % the marriage of uhe young man been consummated.
This ‘fact establishes-H%s sexual innocenoe7 I¢ fﬁus pethaps magnifies for

* him the percelved bﬁ%eat of sexual attaFk) t i& also enables the w1fe to

remain a sexuallf'"pure,q 5ucc6hr1ng, %_ olﬁnt figure, “the devotee of ‘her
husband acqprdlng to the 'Model of Sitayand Sﬁvitri while partaking of the
amb1valence 1nherent\1n the person of tﬁe 'ﬁe as sex partmer, . = % o

R

'\v

N \ S

A further d1rection of inquir olve a comparison of the varied
forms which this motif takes as it "ifipears in-other cultural contexts. A .
number of points.of comparison have suggested themselves to us in the coursé
of this study, in the light, of the published’bxemplars Of the Potiphar's .

‘wife theme available to us. But an adequate comparatlve analysis would have

to await a more considered study and a ‘fuller body of data from one Or more .
specific cultural contexts, The present study is intended only to show some *
of the possibilities of this kind of analytic approach for the study of a ’
widespread, almost: unlversal folklore ,motif in a particular cultural frame. -

.
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1. For-a discussion.of the role of the sin
in this region, see VatuK :967. -

-

3

* 2. The diacriticdl marks for vowel ?Léngth and tretroflex consc{ﬁar;ts‘will be
used only at the first occurrence of'a proper name or a Hindi x&ord

e S
3. It is interesting to note the $ymbolism of .the
Dharm Pal -- Protector of dharmd, Shanta Kumdre -——

Kala -~ Lustful One, and Dayd Ram —=- Compassionate

3
4, /
folk drama indigenous té' the area o

‘names in this story:
Peaceful One, Kam \
One, - ° :

y .

- *

»
-

f western Uttar Pradesh an

. -, " y & ‘

d'ngyang.
5. ‘This e't:hno-clasé:fficét:ion of the Lustful Stepmother motif as a.sub=
motif of the Cruel Stepmother illustrates the difficulty of using'an a _
priorz 'classificas:ion, such as Thompson's motif-index, in cross-cultural
folktale analysis. " , : T

N <

6. Babb ha;s drawn attention to a s;jzﬁila’r kind of. contrasts bét:wéen tfxe
and female prindipl T the conceptualization of Hindu deities (1970).

*
.

es in'

~ ()

- 7. This follows sinc

e, ag a young.man devoted ‘to dharria, he would not be
expected to'have cont

ravened the strict norm of ptemarital celibacy. *

ging folk preacher ( bhagjnopdeshak)

’

«

vd

See Vatuk and Vatuk 1967¥for a descriptiop of saﬁg, a type of musical® -

thale

\
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L. SONGS OF SOCIAL DISTANCE

Tt e ‘ Women's Music in
» R . . Central India

Darkness settles over a small®village in the heart of India. Cattle
have returned to their sheds and the villagers to their houses. Small puffs
of smoke rise ¥fom the evening cooking fires and then waft awvay. A dog yaps
sporadically at the scent 6f a wild Pig or leopard in the nearby jungle, but
otherwise all fs quiet in the village.- The work of the day is done.

Then, faintly illuminated by pale moonlight, draped figures emerge in
two and threes from dark doorways. Soft speech and the jingle of jewelry
announce to neighbors the Passing of women and girls through ghe village
lanes. Responding ‘to a general invitation issued earlier in |dhe day, the
women meet in a courtygrd to celebrate with sdng the birth of a child to a
wompan of the family who issued the invitation. :

The women and girls sit closely together on the floor, most with jaées
uncovered, but a few carefully veiied, in the dim light of a small oil lamp.
They talk for a few minutes” as latecomers arrive and then begin to sing.
Twenty voices join together in nasal, monophonic phrases that can be heard
throughout the village. ‘After an hour or two of singing, the hostess brings
oyt sweets to distribute to hers guests, each of whom ties her share\iﬁto a
corner of her sari. REE/%dests sirig one or two more songs and then quietly
leave for home. . i

- o» , 5
5 . €

's_song fests are a common feature of village life in Central

Women

India. In Nimkhera, a village-in the Bhopal region of Madhya Pradesh, - in
one year women gathered to sing on 165 days. It is considi*ed important
for women to celebrate particular events with singing, and virtually all

are singing or leave before singing at -least six or seven songs may be .
scolded by others. A woman who fails to attend the song fests of others
risks having no one accept anfinyitation to sing at her house when she wants
them to come. Failure even to give or accept singing invitations is the
mark of a rare hezgit or outcast, - St ’

In,NimkherE, women 3ing in observance of 1 festivals and cal-
endrical rites. For these occasions hymns (bhajadys) and traditional songs
relating myths and stories are sung, either at night time gatherings at
particular homes or at daytime meetings in the temple or near the shrine
of the village's most important goddess, Matabai. Hymns are also sung at
the homes of those gone on pilgrimage to the Ganges and other sacred spots;
‘invitations are issued daily by their relatives wait ing at home.

A -0 . .
Equally important ar song fests held to celebrate significant ‘events
in the life cycle: birth::\éngggements, weddings, and gawnas (consummation '

W
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~  ceremonids). .On these important occasions, when new kinsmen are acqu1red,
songs reflectlng the trelpwionship between, kinsmen are sung. Life cycle -
songdihre sung exclusively by women and girls. Of particular interest is
the fact that many of these songs are expressive of tension and social dis- .
- + tance between a woman and members of her husband's.family, between the kin
groups linked by the marriage of a couple, and Between males and femalks in
general. It is on these songs that this paper focuses. B .
Music is important to men of this region too, But men's musicales
differ from those of women. Formal invitations are not issued, and re-
freshments are not ordinarily served. Typically, on pleasant nlghts, or
at festivals, men and boys gather on a verandah or in the temple to sing
hyms to the accompaniment of a harmonium. During the rainy season, some
‘ young men join in a vigorous circle stick dance (Zehngz) performed to the
- music of religious and faintly romantic songs. Men do not sing at life
cycle ceremonies. A few men of the village know how to play drums (zimki
and dholax or dnelkZ/, which they do occasionally for pleasure. Men and .
boys of the Sweeper (Metar or’Bhangi) caste are hired by villagers on 1m—
portant occasions to provide exuberant beats on large gong-like drums
’dmap&aol,

«

Singing is virtually the only musical form- enjoyed by the village
women. The ¢hclak drum played by women in other parts of India is almost
never touched by Nimkhera women, and other instruments are used only by
men. Decent women of this region rarely dance:- a few hurried and unskill-
ful- twists are performed sold before a groom and his bride to bless them
and a slow walk-through line dance occurs at the time of the Holi. festival.
Very infrequently, visiting tribal {(Daroi Gond) women perform a vigorous
circle dance with wooden castanets. Otherwise, all dancing 1s the province
of the Berni, the public dancing glrl and male transvestites who’ sometlmes
_ .~ perform in the village. ' * .

L ,
All women's songs are orally transmitted. Girls ‘attending song fests

’ learn song from the older women, and the.older' women learn from each other.

The women of one high caste family are said to know more songs than anyome

else, but evéery woman's repertoire includes scores of songs. !

3

; Many of the songs heard in Nimkhera seem to be very old, sineg they
- include some phrases and vocabulary no one can readily explain, le of all
young people. Other songs, particularly hymns, are easily upderstood\by all.
Some songs, otherwise clear, include terms not normally used in the s
of this area, suggesting that they may have originated in other geogr phical
regions where these terms are commonly heard. -
Hodern film tunes arewenjoyed when heard on a radio, but they are

never. sung at women 's song fests.2 .

The Village ) \
. The songs discussed. in this paper ‘were collected in Nimkhera, a’village of

530 people situated in Raisen District, Madhya Pradesh, about forty-five miles
‘ east of Bhopal, the state capital. 1In many respects similar to hundreds of
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settlements in Central India, the village is primarily agricultural. Wheat

is the gtaple; rice, gram, pulses, maize, millet, and several other crops

are also grown. The village population is approximately elighty per cent

Hindu and twenty.per cent Muslim. The Hindus include representatives of .
twenty-one castes, ranging from land-owning high rankinﬁ"Jijogiya Brahmans. 3
and Bagheli Thakurs to landless low ranking weavers (Kolis) and sweepers.

The Muslims include a group of well-to-do Pathans and. poorer Fakirs, Sheikhs,
and recent converts. The data presented here pertain oAly to the village
Hindus. Muslim kinship and marriage —- and angs -~ difffer significantly

from those of the Hindus and cannot be .amalyzed adequatdly here.

t
L *
= ~

. Zinship and Marriage ~ . * )
In this area, as throughout much of North and Central India, almost
every -Hindu belongs to a caste (jati), a patrilineal clan (got or gotra),’ -
and a shallow patrilineage (khandan or kutwm). The caste is endogamous, but
the clan and the lineage are strictly exogamous. Marriage to any person
known to be a consanguineal relative is prohibited. In this region, marriage
to a fellow villaget is not forbidden, but the vast majority, of Hindu mar-

.t riages are arranged for their “thildren by parents residing in different vil-
lages, typically from one to forty miles apart.- Except’ in unusual circum-
stances, the bride is expected to mgke her official residence in a.joint -
family with her husband and his parents and other relatives —-— usually
strangers to her -- in a village which may be many miles distant from her
natal home.

»
@

Most girls are married before puberty,  and virtually all are mdrried
before the age of sixteen. Boys notmally marry before age twenty-two. The
\\ young couple do not usually begin living together until after the gauna
cerémony, which takes place about three years after the wedding. After the
gaura, the wife begins to spend more and more time in her husband's hote,
although most village women ,spend significant amounts of time in both homes
until late in life, . ’ |

“w

As a daughter 4n the village of her birth, a girl is free to walk
- about the village with unveiled face, run errands, visit friends, and attend
social Functions. However, for her, as for other women, modesty in dress
. and demeanor is highly valued. She does not normally roam about with abandon,
associate with boys, or go to the town bazaar on market day, but *she has. a
great "deal of freedom and is generally treated with kindness and love by her
natal family and fellow villagers.
¢
In ‘her marital home and village, a young woman is treated and behaves,
quite differently. Not a daughter (beti), .but a daughter-in-law (zahu),
she is expected to observe purdah. She veils her face in the presence of
.- ‘6lder affdnes and residents of her husband's village and also covers her
face before her husband when others are ptesent. She may not move about as
.. she wishes but should remain inside the house and courtyard unless an outing
is specifically sanctioned.by her mother-in-law. . Attendance at song fests
at the ‘homes of non-relafives is usually disallowed, although she may join
singing groups on some important festivals. Silent in the presence of her

.. . e} )
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.7 father—i ~law and husband's older brothers, she is expected to be respectful

and submissive to her husband's mother and elder sisters. w»The higher her
economic status, the longer and more stringently is she expected

ve these rules. Thus restricted in her social contracti) the bahu
int famlly usually feels like an outsider in her husband home for

. " several, years. As the years pass, and as her elder affines di#, the wife
occupies an 1ner§a51ngly domlnant position in her husband's home, untl
finally she becomes the senior woman in the household. Free from the supef:
vision of elders, the older woman has_considerable freedom of action and .
movement , - -

-

4

The' ideal is not always followed: a young wife may achieve a position
of power over her mother-in-law in her husband's home, and economic necessity
may srequire that a young wife work outside the home and modify her seclusion.

- A young couple may live in a nuclear family, separate from domineering
elders. Bven so, the movements and activities of a daughter-in-law are
almost always more restricted than those of a daughter.

. Virtually every young wife wishes to spend long months in her parents'
home, and parents usually desire to have their daughter visit them for
tengthy periods. Women often state that they prefer the warmth and freedom
of their natal homes to the restrictions and onerous chores they must endure
under the watchful eyes of thelr affinés. Love’ for her mother, brothers, and
other natal kin, as well as freedom from purdah, draw a young woman to her
" natal home, and she welcomes any opportunity to visit. Her parents must bear,
* the expenses of her journey as well as the cost of a gift for their visiting
daughfer, but they are usually eager to escort her home. She is loved and
missed, not only for herself but for the work she performs in the home. Many
young women perform economically valuable functions for both their agnatic
and aftlnal kinsmen for many years after marriage (for further details on
women's visiting and work patterns, see Jacobson 1970: 1973).

As the years pass, a woman gradually develops deepening ties of affection
to the people in her conjugal home ~- especially her husband, children, and
grandchildren, and ties to her natal kinsmen may gtadually weaken. Yet she

always retains some identification with the home of her birth. -

Tension and Hostility , T

. Most village women seem to consider marriage for themselves and their

- daughters tc be a necessary evil. All women must marry: there is no place
in the society for an unwed woman, and all women should have children. Yet
marriage necessitates contracting relationships with strangers that are
potentially tense, hostile, and even harmful, as well as beneficial. Parentks

’ try .to find aemarital home for their daughter*that will\provide her with

economic security and affection, but they may fail. Even in the thi of
circumstances, the desires of a womdn and her natal kinsmen do not\always
coincitde with those of her affines. Some degree of ‘tension and dissatis-
faction id inherent in the marriage bond 1linking two individuals and two .

kin groups. .

’
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\ First. is the tension that results_from the sudden imposition of the
role of daughter-in-law on a young. brid Many brides resent purdah re-
strictions and the submissiveness expg€ted of them. Few women in this"area,
even young brides, are willing.éctually to be subservient to anyone, and some
bahus' find it impossible to even pretend to be so. Disputes between a woman’
and her mother-in-law are common. A woman my have a warm relationship with
" her husband's sisters, particularly if they are younger than herself, but
older sisters-in-law may resent the intrusion of a stranger into their natal
home, and tension often exists between them. Women married to brothers,
living in the same house, ideally treat each other with the love of sisters,
but jealousy and fights occur all too frequently. In her struggles for
power with these women, the young wife usually sees her husband as her ally,
although his position is difficult, and he may sometimes side with his kins-
men against her.

Secondly, the relationship between a woman's natal and conjugal kin is
ofe of potential hostility. Bot groups of kinsmen feel they have rights in
the woman, rights to her company and to her labors,, although it is recog-
nized that her children will belong to her husband's agnatic group, ‘and they
have not "sold" their daughter to her husband's family, and they still want
her at home when she is needed for work or to celebrate a festival or cere-
mony. But some affines are resentful of a woman's ties to her natal kinsmen
and even threaten to abandon the wife if she is not éent'immediately upon
demand. Persuasion and subterfuge are typically used by both parties to
hold a woman for a few more days or .weeks, In-laws who refuse to allow a o
womarn appropriate visits to her natal home arouse much antagonism, as do
parents who keep a daughter from her husband's family too long. Bhopal news- ‘\\
papers sometimes report violence resulting from such disputes over women. Most
kin groups, however, go to great lengths to avoid the open expression of
hostile feelings, and relationships of polite formality are usual. . .

. -

The potential tension between affines is recognized and dealt with
ritually as well as objectively, through distance mechanisms of avoidance,
respeét, and joking behavior. ‘

Hindu face-veiling within the household, exhibition of submissiveness
by a new daughter-in-law, and public avoidance relationships between spouses
ideally contribute to maintenance of apparent harmony within the joint family
(Madan 1965, Opler 1960, Luschinsky 1962, Jacobson 1970). ~

When a Hindu woman's natal and affinal relatives meet, as at weddings
and gaunas, their interaction is governed by formal rules of respect be- ,
havior. The mem are scrupulously polite @o each other. The women veil from .- |
and avoid speaking with the visiting men. The two groups of women mhy never
meet at all: women do not accompany the groom's party when he goes to wed
and claim his bride, and other rules of etiquette discourage their meeting. Y
“The two in most direct competition for a woman's affections and services -~
» hex mother and her husband — should not even be within sight of each other
(although this rule is sometimes relaxed when individuals demonsgtrate con-
spicuous ability to accommodate to ®ach other's wishes). Strictly regulated
interaction 's€ems to prevent or reduce open expression of hostility between
. . -
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groups of kinsmen who must associate with each other, and do have important
common interests (Radcliffe-Brown 1952: .92), However, feelings of hostility
and anger are given an acceptable outlet: a bride's natal kinswomen are
pected to direct raucously insulting songs and slapstick “Jokes at a groomﬁé
kinsmen during a weddthg or gauna, and a groom's kinswomen do the same for
the bride's womenfol 7 these insulting songs may be seen as a shorthand ex—
pre331on of the resentment of the natal kin group at losing full control of
its daughter, and advance payment for the unhapplness the new bride will
suffer in her new home among these strange s —-- in coin the bride herself
cannot give. When sung by the groom's wom nfolk, the songs may be said to
express saracastic thanks for the gift of a bride who will end up con-
trolling the house she now enters so appatently meekly. For bqth, the
ritual insults acknowledge that disputes will certainly arise between them
in the future. Additionally, the humor of the songs and jokes breaks the
ice between groups of strangers or relative strangers who, despite tension,
will have to deal with each other for a lifetime. Yet, although members of
the two groups may cooperate in the future, from the point of view of the
married couple llnkinglthem, the two kin groups will always be separate —
for a woman, the people of "her natal home (maikewale), and the people of her
husband’'s home (susralwale). This basic distinction can never be erased.

‘ Wedding and Qaune Songs

Pressed in his wedding finery, his arrival signalled by drums and
firecrackers, the grocm arrives at the house of his bride. He and his party
of male escorts are greeted by a barrage of insulting songs sung by the women
of the bride's kin group and village. A few years later, at his gauna, when
he comes to escort his bride to her new home, he and his, menfolk again hear’
gross songs directed at them. No weddlng or gauna can be considered complete
without these traditlonal insults, garz gzt or the fun-filled send-off given
the visitors. The groom's men (the groom himself is exempt) must sit in a
row, while from behind, the veiled women of the bride's family douse them
mercilessly with pots of red and purple dye, tie cowbells around their necks,
and sing more gart git. The laughing men must depart without retaliating.

Gari songs usually have sexual themes, and frequently imply that the
women of the groom's family are of loose character. The following song was
sung at a Thakur youth' gauna for the benefit of the bride’ s menfolk.” The

main chatacters Ain tt}e song are: *-

,Fromfhep%ur% Na;ayan Singh s wife, the bride'é:mothern

Ffﬁﬁfhimkhera, Ram Singh, the groom's father. ‘ *

. Harlal Singh, Tej Singh, Lachman Singh, the groom's
. paternal uncles (Ram Singh's brothers).

~




Thakur Gauma Gari Git.

2 *
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Where is the g;g;iitute from? Where are the bamboos planted?
The prostitute rom Khetpur, The bamboos are planted in’Nimkhera.
The bamboo; were planted by men. The bamboos were climbed by a

woman, jingle jangle.3 - -
That brazen harlot has climbed, jingle jangle.

Ram Singh planted a bamboo, my dear, .
Harlal Singh planted a bamboo, my dear. -

Narayan Singh's wife climPed on them, “her breasts bobbing, bobbing.

< [

Come down, come down, shameless harlot. A

Your husband is dying of shame, my dear.-
. ‘ »

Harlot, why are you shaming him so, jingle jangle?

She urinated from there . ‘
Your husband's brothers are mortified, wench.

But why should they be shamed?
The shame is yours strumpet, jingle jangle.

Ram Singh gave her a sari, Harlal Singh géve her a sari.
The prostitute got down and came home. .

Tej Singh gave her a mirror, Lachman Singh gave her a mirror.
The harlot quickly came home.

In this song the shameless behavior of the bride's mother is accentudted
by likening her actions to those ‘of a common prostitute. Not until she re-
ceived payment for her services does she go home. But not even a harlot
would urinate openly before spectators. Clearly, the morals and pedigree
of the bri@e's family are being insulted here, and yet, even in this song,
the fact that the .woman is not really an integral part of her husband's
family "is indicated ("The shame is yours. !, . .") Although her affines
are embarragsed, the woman still remains separate from them.

The following song was recorded at a gauna in the high-ranking Raoji
caste. Again, the song is directed at the bride's kinsmen. In addition
to impugning the morals the bride's mother, the song implies that the
bride's menfolk are impdtent.” The main characters are: .

v

From Bargaon: Shubhlal's ;ife, the bride's mother.

From Nimkhera: The Baba, who may be a holy man or a married
temple priest.
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' Here's a khakaria tree, here's a daretigegfree; ‘ : ;e

Shubhlal's wife met a Baba inobetween these trees,
met him there, met him there.

'~ The Baba asked, "Oh my disciple, under your face veil: what is there?

2 ¢

\ "Eyes are there, a legion is there, if anyone wants to use them,

< they are ready, they are ready."

. ’ .
. The Baba asked, "Oh my disciple, under your eyes, what is there?"

x

"Cheeks are there, soft cheeks are there, if anyone wants to ‘bite them,
* _ they are ready, they are ready." - . <

et

Eas

' The Baba asked, "Oh my disciple, inside your blouse, whaf s there?" ,

"Lemons are fhere, oranges are there if anyone Wants to pluck them,
they are ready, they are ready. ¢

~The Baba asked, "Oh my disciple, under your breasts, what is there?"
"There's a navel, theré s a belly-button, if anyone wants to plant
anything, it: is ready, it 1is ready. .
If you're from Nimkhera, you will break it, but if you're from
Bargaon, you'll never make it."

——

+ The Baba asked, "Oh.my disciple, under your sari, under your shirt,
what is there’" o, ) ‘

v oo

e = [ ) ' N e V
"Hay is there, grasg is there, if anyone,wants to cut it, -v ! .
. - it is-ready, it i4 ready. R N ,
< )
It was sold for a fortune, there are babies in.it, it cost & fortune."
. c -

gt

The disciple asked, "Oh my Baba, inside your underwear, what is there?"
The Baba anewered, "A curly thing, a standing thing, ‘
so erect it could support a broken building." .

\
“The foliowiqg two songs were sung at a Khawas (barber) wedding, by the‘ ‘
bride's womenfolk, . purportedly depicting the dépraved morals of the gxoom' s l

mother. The characters are: ,

— Gyan Singh's wife,'ghe groom's mother.

Rup Singh, the/bride s father. He is.also addressed as "Shyam" -- Romeo.

-

"In the first song, the bride's mother has gone to the ~1 for water.
& : .




Khawas Wedding Gari Git t * .
My house is far, my pots are heavy, . )

Please help me~a little,
Shyam, please carry my pots. . oo

If I .carry your pots, what will you give me, fair one?
Open your skirt and show me. '’ e ’ .

y

. I'm embarrassed to open my skirt,
v ~ but come into a narrow alley.
Shyam, please carry my pots.

Gyan Singh's wife says to Rup Singh,
Shyam, please carry my pots. )
Ram Singh says, if.I carry your pots, what will you givé:me?

To Gyan Singh's fair one, Rup Singh says,

Opeh your sari and show me. .

Come into a narrow alley, Gyan Singh's wife says again.

I'm embarrassed to open my sari, ‘

Come inside the hquse - . ‘?
Shyam,’ please carry my potk,

The second song indicates further licentiousness —- the villagers con-
sider dancing naked to be the ufmost in debased behavior.” Even prostitutes
dance modestly clothed. - . ) .

o : } *
.

i -« i . - , \ -\Q
) Khawas Wedding Gari G4t .
. 2 .
° v A‘gardener woman came from a flower garden,

She brought'a fragrant garland;
TIwo oranges, two pomegrandtes.

/ The lovers sat together and thought, S
One garland for both Gyan Singh and his wife.
She got ready to dance naked. ’
She wore'a full wide-whirling skirt and a glitteriné sari,
Now she‘*was ready to dance naked.*

She had parted her hair and put a shining spangle on her forehead.
She wore a velvet blouse tied with a glittering string;
'Two oranges, two pomegfanates.

The lovers sat together and thought. .

Gyan Singh's wife got ready to leave him to go to Rup Singh.
She was ready to dance naked: *~

: Two oranges, two pomeggznates.

< ~
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parts.

Other gari songs include obscene references to sexusl acts amd body

groom's relatives has a dog's penis on his head.

Birth Songs .

presumably to avoid attracting the evil eye.
from appearing. . .

to bring tragedy.

to the woman's husband '

-,

1

In one song the groom's father is deéicted as struggling rddic-

ulously to get a biting rat out of his dhotzh and in another,'one of the

“The birth of a child, boy or girl, is celeWrated by a song fest for °

village women and girls on the night following the birth and by a gather-
ing ten nights later, after the Chauk, an infant blessing ceremony.
both events, songs of the sdme type are sung.
(jachcha), the pain she has suffered, and her relationships with those around

Most refer. to the new mother

None of the songs dwell on the child, nor is he seen by the guests,

] . N

The new mother also refrains

In this area nearly all children are born in their Father's'house.

Young women say they would feel ‘too ‘shy-to give birth in their natal homes,
and giving birth to a first child in the woman's pareptal home is thought

In this, as in other ways,..thé n¥tal and conjugal spheres
are kept separate -- a child is clearly the product of conjugal relations.
,Thus isolated from her natal kinsmen, 'the’young woman in childbirth feels
acutely the sccial distance between herself and the women around her.
of these feelings find expression in the childbirth songs sung for her by
the village women, most of whom
young gir®s who join in, the' son
roles as wives and mothers. \ . -

. <

.

ve been through the .experience.
help to prepare them for their future

In the foXfwing song, heard at a Brahman Chauk ceremony, ''Raja'" refers

'

¥

' Brahman Chauk Song -
Listen; my Raja, my mother-in-law is sleéping upstairs,
W?ke her up and bring her. ’

. e = [
Listen, oh mogher, your daughter—in—lawfs waist is narrow,
Come and share her pain., S

Listen, dear son, that dec€itful woman has a very sharp tongue.

- . -~

Listen, ch mother, the woman is.an:outsider, .
1f not for her, then do it for me, -, - c

. b * . ° ~
Listen, my Raja, élde t:er—-in--law5 is sleeping{upstairs,—
Wake her up and bring-her. , . . | Cd .

- " - . .
Listen,, my'RaJa,'your‘aunt:ie6 is sleeping upstairs. . . .

-
A ]

.

Listen, my'Raja,.Xouc sister is sleeping upstairs. . .~ .-

R FY )
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In this song, the husband's women relatives refuse to assist the preg-~
nant woman through Her childbirth, holding against her the sharp words she °
has spoken tqg them. The husband is seen as the only member of the héusg-
hold sympathetic to her needs. - o . .

The follawjing song was sung to celebrate the birth of a Thakur baby.-
The tonic referred to is a potion of several herbs and spices prepared
specially for a new mother to give her strength. Here, the efforts of the”
new mother to.generously distribute riches in celebration ©f the birth are

thwarted 'by her husband's scheming mother and sister. , .
! T Y VA

Thakur Birth Song

I would have taken a penny and bought a coconut for my tonic,

But my mother-in-law and sister-ih-law drank the tonic and left
the pot empty. - -
|

~

Today\I would have showered pearls th%oughout my beloved's kingdom,
I wouﬂd have taken a penny to the goldsmith and had him make jewelry,
But mother-in-law and sister-in~law put on all the jewelry and left
the box empty.
Otherwiise, today I would have showered diamonds, and pearls throughout
. Ty beloved's kingdom.
I would have taken a penny to the bazaar and bought a sari,
* But my mother~in-law and sister-in-law put on all the clothgf and
laft the?pox empty.

v

Todayfy would have showered pearls thrbughout my beloved's kingdom,
- . But.my mother-in~law.and dister-in-1aw put on all the clothes and
. left the box empty.8
g

b

In the following song, the new mother is more tlever than the women of
her husband's family: she pretends her husband has- gone adéy with the key
to their trunk and thus she. cannot get at the money to pay the ‘wébmen for the
citual services they perform for her. But the question, "How did she bathe?"
suggests that she /is lying. Before a new mother appears after a birth, she
must bathe and don’ frash clothing -- clothing which she must have taken out.
of her trunk. The song'was heard at a Thakur Chadk celebration.

A

Thakur Chauk Song
The new mother -came oué, with her dear baby in hbp arms.
See, shg tood in the courtyard; how did she bathe? -

Her mother-in~law made the_tonic -and asked for Her money.9

-

Instead of giving the money, the ney mother said,
"My husband has gone far away, :
He took the trunk key with him.! How did she bathe?

¢ .
\ v
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A Goreyya_ Song

v
- L. ~

Her elder sister- in—l?aw10 prepared sweet:sll and asked for her money.
Instead of *giving the money, the new mother said,

"My husband has gone far away,

He took the ttunk key yith him." How did she bathe?,

> " . - : 4

'
! ,

- -

Her younger sist:er—in.-law];2 heated the meal "and éskeh for her '

money. . . .
Her husband's sigter made ausplcious designs13 and asked for her
money. . . . " :

»
7

The final song presented here was not sung on the occasion of a birth,
but at a Goreyya, a women's fun §est enactéd in conjunction with a wedding..
The Goreyya is heldsby women of ‘the groom's family and village left behind
when the groom's party goes to take part in the wedding festivities in the
bride'gvillage -- usually at midnight or later —- the groom"s womenfolk enact
a profiane parody of the yedding and of other ‘activities. Gross and obscene
skits are performed, not only at'the expense of the bride's kinsmen, but att
the expense of local males as well. For this reason, men and, boys of all ages
are rigorously excluded from watching the Goreyya on pain of being beaten by
the women. In one Goreyya skit, held during a low-caste Sority wedding, a

woman pretended to be a vendor, carrying a basket on her head. Another woman
acted the role of buyer.

Seller: "Penises for sale, penises for sale." i Lo

’

Buyer: "Whose have you got?" . o s

Seller: "Ram Singh Patel's" [an eminent Thakur of Nimkhera].
Buyer, looking in basket,. angrily: '"Oh no, this is all shriveled
. and dried out." :

The act continued through a rejection of the penises'of ten different men, -
for varidus defects. The women seemed to be expressing rather clearly their
anget at being excluded from the wedding 1tself and anger at men in genera1.

Affer several more raucous skits, ‘the Goreyya calmed down enough to
include this rather poignant song. Here a woman sadly expresses her feelings
of loneliness in her new home, ats the same time reaching out to her baby son,
the member of her husband's family with whom she will have the closest ties
of affection. The words of the song suggest too that she is' treagured by
her. husband. The difficulty of her painful®separation from the home of her
childhood wlll\be eased by the growth of these new bonds of love.
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Goreyya Lullaby - v,

<

“For this baby I have left my mother's home, o
" Don't cry, beloved woman's child, , ) .
Don't cry, beloved woman's child. SV

For this baby, I have left my family, = T
Don'"t 'cry, beloved_woman's+child, :
Don't cry, beloved woman's' child.

For ‘this baby, I have left my friends,

Don't cry,‘beloved woman's child, - .

Don't cry, belaved woman's child.

+ For this baby, I have left sitting and visiting in the village.
Don't cry, beloved woman's child.

. Don't cry, beloved woman's child. . SR e
(3 ) n M . b'l ’
. NOTES | .
- 1. The déta‘ip which this paper is based were collected by the author . .

during approximatély two years of anthropological fieldwork in "Nimkhera"

from 1965 to 1967, and_a month in 1973, with assistance of Kumari Sunalini
'Nayudu. I am very grateful to the residents.of Nimkhera for their hospi- . .
tality and cooperation.and Miss Nayudu for her valuable insights and aid.

Miss Nayudu accompanied me to scores of women's song fests, transcribed
numérous songs, and provided preliminary translations. I am indebted to

many state and district government officers in Bhopal and Raisen for the

many ‘courtesies they 'extended, and to my husband, Jerome Jacobson, for
essential assistance. )

The field research was supported by the National Institute of Mental -
Health. Preparation of this.paper was made possible by the Ogden Mills
Fellowship, American Museum of Natural History, New York.

1 .

The pseudonym "Nimkhera" refers to a large nim tree in the center of
. the village, whose leaves are used by all the villagers for soothing medi-
r—_ cations.
. The language spoken.in Nimkhera is a var*:ty of Hindi.("fh'thig paper
Hindi words are written with dfacriti:s only at the first appearance of °
.each word. :

2, Ina large computerized study émbfgcing data from all over the
world, Alan Lomax and others have correlated various styles of folk music
and dance with various social relationships, particularly male-female rela-
tionships. The analysis, for example, associates pinched and nasal singing
with social and sexual: repression of women, as seen in the Near East.
Vocal tension is found to be high in societies where men perform all or
" most of the main subsistence tasks. Relaxed vocalizing is associated with
- important female roles in basic subsistence endeavors, and polyphony with
- the recognized importance of female cultural roles (Lomax 1968: 168, 193~ "
¢ 200). . . : -
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Women singing in the Bhopal region is mohophonic and nasal, but not .
nearly. so nasal as that of the Near East. The high tense tones so charac- .
teristic of Indian film songs are. absent. Village women in this region are
éxpected to observe strict codes of modesty and chastity, but lapses are
common and, if not too publicly obvious, tacitly accepted. The possibility
of illicit relationships is clearly referred to in women's wedding songs.
Women perform essential tasks connected with the reaping and preparatlon of
foods for consumption, but ,they do not, drive plows ~- Epe s1ng1e most’
portant subsistence task in this agricultural society.' Women's roles are
primarily complementary to those of men, and their importance is parti lly
r2cogn12ed secularly and ritually. Nevertheless, both men and women share
the ideology that men should be dominant over women, and wost women suffer
subordination to males in at least some respects. '

-

\

In contrast, in Bastar District, Madhya Pradesh, young men and women
of the Muria tribe join together in song and dance fests.,’ Tones are less
nasal, and singing while monophonic, ‘is characterized by phrases sung al-
ternately by members of each sex. Sexual repression is virtually absent,
and women play vital roles in subsistence. Muria male—female_relat1onsh1ps
are more nearly equal than those of villagers in the Bhopal region.

3. "jingle jangle" (rat JhunzyaA represents-the sound of the woman's
Jewelry as she moves. 1In normal circimst ances. the jingle of silver jewelry
is considered a pleasant sign of femininity but here it suggests the woman
has dressed herself gaudlly for the beneflt of her lovers. .

-

4, "Two oranges, two pomegranates" (do narangt, do anar) appears in
several garz songs and refers tq breasts.
5. "Elder -sister-in-law" (jethan?) = husband's elder brother's wife. L
6- "Auntie" (chachijil) = husband's father's ypunger brother's wife.
' 7. "Sister-in-law" (nanandiya, or nand) = husband's sister.

8. This is an example of a song which may be quite old+s The "penny"
here is a damrz (one-eighth cf a pice), a coin not in current use. The
nonsequitur in the last-lines may be a result of years of oral trans-
mission,

9. She asked for nek, a small amount of money given in retumn for the
performance of ritual services. :

»

10. Elder sister-in-law'" (jethaniji) = husband's elder brother's wife.

11.' "Sweets" (larua, also known as Zaddus)lare expensivg>ball-shaped . .
sweets spec1ally made and distributed among relatives to announce a birth.
Herbal Zaddas are also made for the new mother to give her strength.

12. '"Younger sister+in-law" (devrani) = husband's younger brother's
wife, /

(W3
(P



13. "Auspicious designs" (gatiye) are designs sculptured in cowdung
near the ddorway of a new baby's father's house by the 'baby's father's _
sister or father's brother's wife. The designs are worshipped by thé baby's
mother at the Chauk infant blessing ceremony. ) DU

; \
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"> NORTH INDIAN WEDDING SONGS

Ao e . .
wore An analysis of
, funetions and -

s - meanings

.

The wedainé is the paramount sociai\;vent for the Hindu family in
Northern India® It involves a series of rites beginning one-to two months
before the climatic rite, tle vivah, and ending with the gaun&,_the removal
* of the bride to the homeé of the grogm, which may follow the vivah immediately
. -or 'from one to five years later. Women's songs are integral parts of each of
- the rites. <

. “ 8

In this article I show:

. c

.

(1) The kinds of concepts, values and affdtudes which are transmitted
‘ by women's wedding songs. "
a
(2) How these songs reflect and reinforce certain structural features *
of the society. “

-
¢

(3) How the performance of certain songs contributes to the- maintenance
of affinal and other relations. //’

(4) How songs inform actors' experiences of the rituals and orient

people to the new roles and relations effected by the wedding.

This article has been adapted from my Ph.D. dissertation, "The Meanings

" of Music in a North Indian Village" (Henry 1973). The research was carried
out in a village near Naransai in eastern Uttar Pradesh from April 1971 to %
May 1972.1 The village is here referred to -as Indrapur, a pseudonym.

Marriage and kinship in North-India have been discussed in several anthro~
pological accounts, e.g., Karve (1965) and Lewis (1958) and a detailed descrip-
tion of marriage rites in eastern Uttar Pradesh is contained in Planalp (1956).
Accordingly, in the following-paragraphs I will outline only the salient
features of these institutional complexes needed to provide a basis for the
interpretation of the wedding rites and songs. This will-be followed by a
typology of music used in the rites. The texts of collected wedding songs
will then be presented in conjunction with brief descriptions of the rituals

’ with which they occur. Following a brief description of song performances
and the relationship between song repertoire and social structure, I will
. *discuss major song themes and the functions of song performance.

LI - . o

General characteristics of kinship and marriage. = .

Much of Indian social behavior can be explained with reference to the
operation of a "hierarchic principle" (Dumont 1970) which is manifest not
only in the ranking of castes according to beliefs of purity and pollution

.about their traditional occupations and the ritual ranking of clans within
the castes, but also encompasses marriage and kinship institutiong as well.
It is seen in the superGEFination of males to females (in contexts of kinship

| EMC ~ - ) . l61
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-

and marriﬁge) br1de—rece1vers to bride-dofors, senior to junior generatlons,
and senlors to juniors- w1th1n generatlons. One of the pr1nc1pal themes of this

a¥rchic themes found in afflnal relations, and in life within the
family. The following sketch of the structure of kinship ' and mar
serve as a basis for this discussion. This is an-'ideal" model, b
practices and attitudes found most commonly among a maJorlty of ¢
the northern zone.< .

.

»  The basic social unit in the village, the extended family, consists of
a group of agpates, their wives, children, and often other relatives, usually
unmarried or widowed. Descent and inheritance are patrilineal. Fission of
‘extended families is not uncommon, but when it occurs, land generally remains

. undivided until the death of the father and separatéd families reside in ad- E

joining or nearby dwellings. Authority patterns among male agnates are cor- )
related first with genération, i.e., sons defer to their fathers and agnates ‘
or other kindred of his generation. Within one generation authority is a
matter of relative age. e.g., younger brothers must defer to their older :
brothers and older cousind related Lhrough the male's' line.

L )

Marriage is endogamous within the caste and exogamous to the clan. A °
girl's husband should be of a clan of higher ritual ranking and of a family
which is slightly wealthier than her own. A substantial dowry commensurate
with the economic status of the familie$ is paid to the husband's family. A

. man is generally two orthree years older than his wife, whose age can vary
from pre-pubescent to early twent ies, depending upon caste practices and
economic 'status. (Wealthier girls may be sent to high school or- college, in . .
which cases marriage or subsequent-cohabitation is delayed. Residence after
marriage is patrilocdl, often with cohabitation delayed three or five years.

A distance of tep or{more miles usually separates the two families and ef—
» fectively prevents casual contacts between thelr-members -

’

Marriage therefore involves the introduction of a young, alien female
of a- subordimate fapily into a superprdinate household of strangers. Her
roles in all but one relattonship in the family ate deferential. 1In the
company of her<fausband's- father, father's.brothers and father's brothers'
sons she must speak only when spoken to and keep her sari, which is.-worn in

~ such a way that the end covers her head, pulled well down over her face. She
should speak to her Shusband only in priwate. She is not allowed out of the
house and inner courtyard in daylight hours. She must defer to the older
4 women of the household, follow their commands, and perform personal services
’ for them. Soon after her arrival she will be expected to perform a large,
share of the household tasks. Only with her husband's younger brother does

she have an informal, symmetrical relationship. P '
g -

There is often enmity betheen a woman and her husband's sisters, Her
husband's sisters are cr1tical of the behavior of the affinal hewcomer
(Karve 1965: 137) and may foist their work on her. \\ 4

~

'h. .
There is extreme psychological pressure on a wife to produce a soﬁK
L, His birth perpetuates the agnatlc line and he performs essential rites at

the death of his father, A woman's status in her conjugal home remains

» . ° . e
.
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low until she s birth to a son. Failure to do so tréditionally resulted
in a man's takinfg a co-wife, but this is infrequent today. The birth.of a -
-daughter is not Joyously celebrated. Daughters always leave their natal . .
homes; their dowry is-a burden to their families. They are treated with af-
fection but this is tempered with the idea that the daughter is an impermanent
member of the ¥amily.

‘

» . Enmity;also exists between a'wife and her husband's mother. The mother
-has nearly unlimited authority to exact services from the new bride. (The )
ovef—bearing mother-in-law is a theme in many women's songs). But after a

. wife bears sons and matures, she increasingly assumes not only the mother's
‘.authority in the household, but some of the mother's affgction and support

roles towards her (the young wife's) husband.

A young girl's, status in her conjugal family contrasts with her status
in her natal family. In her natal home she has freedom of movement in the
village and, if there are brothers' wives in the family, fewer chores. After
marriage, in additian to assuming a lower status and heavier work load,

v she is expected to shift*her loyalty to.her husband's family and to accept
the companionship of the women in the new house. The distance separating
the q&o households and the bride's Young age facilitate her socialization in
her new family. Several four to six-month vigits iﬁKher natal home during
.the first years of marriage serve to ease 5he+adjustment. Divorce is very
infrequent among all but untouchable castes. '
. o
. -Marriage also creates an important Xelationship between two families.
This relationship is asymmetrical: membérs-6f the bride's family must play
‘the role of giver and ritual subordinat® and the groom's family that of re-
ceiver and superordinate.  -For example, when a man-visits his wife's natal
"home (usually only to return with her to his home), her father must -present
him with cash, jewelry or clothing, and the best of hospitality. A woman's
father avoids her husband's village if possible, aht if it is necessary that
. he go there hé wmust take gifts for' her husband and will not accept hospitality
Qf any sort from his family. But the bond between the two families augments
the prestige of both and serves as the medium of reciprocal loans.

» -

The difficulties which arise as a result of -a woman'ssehéqging family
membership, the nature of 'the relat ionship between affin{EI& related fapilies,
and the marriage ca@remony itself constitute important themes in women's songs.

. - B . -

7 . Fal Y 3 N
wpology of wedding migze. . .. ‘ . . .
MRS [ ] -

. Women's songs are only one division of the total body of wedding music.
In thée following typology, all types of wedding.music are correlated with the-
rites they accompany. , Informants do not conceptualize the music of the wedding
in the systematized fashion, but the scheme is largely reflected in the in--°
digenous terminology of local music. ‘ ~ .

-
” B » - 0
-

1. Women's songs. The women of the nupiial families -sing at .the 4
. wedding rites which océur at their own homes. It is also custo--
‘mary for the women of the bridal purohit’s family to sing in the,




. singing follows the presentation of

-y

+ weddings which he performs, if their ‘home is not too distant.
3 Women's wedding songs can be subdivided into: (a) songs
' - which are sung only at the specific rite, e.g., the songs of
‘ haldi and vivah; (b) sagun, which are sung for.recreation in
he evenings prior to the vivah; sagun are also sung in the

rites, ideally after such songs sung only in connection with
‘that rite; (c) galz, which are generally obscene insult songs
sung in the vivah and other rites in and outside the wedding.

.

e

2. Entertajnment. There are several kinds of musgc which way be
used to entertain the wedding guests, e.g. kavali and birha.

3. Agrezi baid ('English band'). A band &eads the barat ('the -
‘ groom's party') to the home of the bride and sometimes enter-

tains there, often accompanying performances by a female-

impersonating dancer.

e \

Ddphala. This is a band composed of from three to five persons
of the Camar or otlfer lower caste playing a large, shallow
frame drum (daphdla) and othér percussion instruments. It is
used to lead women's . processions ‘in pre-vivah rites and in -
’place of English bands by poorer famllles. . .

«

Wedding songs in their pitual contexts. R

The wedding is the paramount social event of the Hindu family. Not only
does it mark the establishment of useful and important relations between the
two families, but it is a prime occasion for the assertion of the prestige of
both families by means of’ the opportunities for display of wealth it provides,.
e.g., the quality of food served, band and entertainment hired, and accommoda-
tions pr0v1ded The wedding also prov1des the occasions for payments to
pargunza ('clients') which constitute 4n expected part of their income from
Jagmans ('patromns').3 - ) R

, The series of wedding rites constitutes the most comprehensive occurre )
of symbolic activity in the rural scene. Wedding songs are one division of .

th;s symbolic activity. In order to examine the social and cultural implica-
tions of the wvedding songs, the relationship between the songs and their social
and ritual contexts must be shown. The relationship in some cases is rather
general, but in many of the rites it is specific. Song texts are therefore
integrated, in the following paragraphs, with brief descriptions of the salient"
aspects of the rites in process as the songs are sung. -(The rites and phases
within the rites are presented in the order in which they occurred in Indrapur.)
A discussion of social and cultural themes”demonstrated by the songs and their
ngs and ritual.

-

It is the sacred .duty of |a llindu- fathér to arrange_ for the marriage of .
his daughters. ith the help |of klnsmen in his biradari ('the body of caste-

members withdn an,area who thyough 'a caste assembly or informal organization

v .
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constrain the behavior of members'), he must first locate a young man of suit-
able education and financial prospects. A ""good personality" is also important.
His family should be of slightly higher ritual and economic standing than the
family of the Birl. The potential groom's family i$ approached and if they
find the briHeL51family satisfactory and the amount of the dowry offered ac~ .
ceptable, the purohits ('family priests') then set an auspicious date for the
marriage, - ' - —

After these preliminaries a number of rites aregheld in the homes of the
bride and groom. The first of these is tilak ('dowry'). This" is also the
first of the wedding rites which includes music. The bride's father goes to
the home of the groom with a party consisting of selected biradari and his
barber. They must be accorded the best hospitality the groom's father .can * -
mustér including sweetmeats, tea, pan cigarettes, and bhang4 if desired. . The
groom's purohit perfogms a ritual in which the dowry payment is made and com-
poses the laganpatrika ('the marriage-contract document stating the names,of
the bride and groom and their fathers, and when and where the wedding is tp
take place'). The bride's father must give the groom and his brothers small
amounts of cash, and the groom's father a janeu ('loop of string worn to sym-
bolize twice-born status'). The groom's father gives the bride's father cash
. for the compensation of the accompanying parjunia.< The men also negotiate "
expenditures for band and entertainment and articles of jewelry which the groom's
family will give the bride. .

At the ‘end of the meal served to the bride's father. and party, tHe women
of the groom's family, concealed behind a parda ('curtain'), sing the songs -
called gall. Gall general™ means either verbal absue or a song of abuse, =
but some of the songs called galz are not abusive -- they are given that name °

- because the social context in which they are sung is, by the usual metonymic
practice,” called galiz, GalZ, which are found at many of those points in
the wedding where men from outside and women of the family are participantsy
will be discussed at the,end of this sub-section.

Reactions of the men to the abuse song{ are generally good-natured. . A w
member of the barat wittier than the rest may attempt a humofous retort to
the hidden women. Here are four songs recorded at a post-tilak galt sessipn: ;. -
. Tilak . T

Arise, citizens of India, arise!
Touch the feet of Gandhi?~
How long will you sleep, how long will you sleep?
From now on be attentive.
° What of the thread of the spinning wheel, what of the thread of the
et di spinning wheel ‘ ‘
» . ‘- ’
’ Concentrate on the homespun cotton,
Leave the study of English, leave the study of English,
. Concentrate on Hindi, o : .
Munificent Siv Sankar, munif;pent Siv Sankar _ ¢

|
t ) ‘ i * o
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The trident installed in his hand _ o
M In his hand the.beautifully adorned damaru, in his hand the beautifully
adorned damaru -
His forehead invested with the sandlewood paste
"He eats little balls of bhang, he eats little balls of bhang
" He sits on the back of the ox
‘Agound his throat a necklace of skulls, around his throat a
. necklace of skulls,
®  The trident installed in his hand. - .
. s .

Commentary: This song was clearly a bhgjan adapted to accommodate Gandhi as a
new deity. It is an example of the similarity in cognitive status given to
both royalty and divinity which makes possible the more’'general substitution
of nationalism for religion. The spinning wheel symbolizes the 2nti-British
"non-cooperation' movement. In the years of the 1920s Gandhi indicted the
British for extracting raw-cotton at cheap rates from India and selling
British-made cloth back to India at a high profit. Gandhi promoted the use
of the spinning wheel and the establishment of cooperatives, where-homespun
cotton thread could be exchanged for cloth and garments manufactured from home-
spun thread. Such cooperatives, called Gandhi Ashramg, are in operation today.

" Time after time I forbade you, Ram Dharah Singh _ , ’
I kept forbidding you not to buy the red jhinava [h\{ransluéént material]; -~
She wears jhinava, that whore Murat's sister,
Her pubic hair shows through. . .

- Commentary: The-name in the first line is that of a membér of the bride's
family. The name in the third line is that of a member of the groom's father's, -
party. In repetitions of the song the names of other men of the appropriate

families are substituted. . .
N The green“nini&7 planted on the bank of the river are colorful,
The sister of Sacata has to go on her gaunas and there is no one
to take her: . o '
A libertine like our Ram Nath cafhe to take her; ’
Standing on a fine cot she begs him to kiss her and ram it in
hard. )
Commentary: Thi% song is typical of the gbusive galz. On this particular
occasion “abouthalf of the galZ sung were abusive. The names are introduced
as in the‘psgéious song. -
Whe /i learned before, when I learned before
made very fine food, sir;
Jhen Krishna Kanhaiya, when Krishma Kanhaiya
I kept fanning him with a wonderful; o
When I learned before, sir, when I learned before :
I kept the water vessel full. v

Commentary: This song enumer at es customary forms of hospitality, perbaps to
remind the guests.that they were receiving the kind of hospitality accorded to
the most royal of guests. . . .

.
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Urdt Chuna .

The next rite in the series' is observed at both the bride's and the
groom's homes on dates fixed by their purohits. At each home five sadhava
women {women whose husbands are alive) gather to’sing for the first time,
in connection with that particular wedding, the songs called sagun.. As they
sing they winnow some urdi ('hdrse bean' -- vicia fabia; ehuna — 'to jiggle
or shake'), the chief act among a number of ritual activities. The women must
all face in the direction deemed auspicious by the purohit as they sing and

v * ghake -the winnowing basket. After they have sung five saguns the women of
the host family rub o0il into the hair of the.s&dhﬁvﬁ women and apply vermil ion
to their foreheads. (Vermilion so applied symbolizes that the woman is
sadhava; a woman wears it from the time she is married umtil she or her hus-
band dies.)

The gaéhering of these neighboring women to confer their blessings upon
the bride or groom by rite-and song serves to call to the atténtion of the
neighborhood the approaching rite of pasgage, a rite which brings a change” '
in_the status of the family as well as,fie bride or groom. -

There' is no apparegf relationship b\ﬁﬂgen the ritual of urd?-ch&na .

’ and the topics of the saguns, although about two-thirds of the saguns pertain
to some aspect of marriage. Ideally women sing qﬁguns every night after tkT
until the vivah. The context of the evening sessions is informal. 1In both
the bride's and groom's villages, the women of the neighborhood gather at the
appropriate house after the evening:meal. This is an inter-caste affair -- if
there are neighbors of other castes. I never observed Muslim women at these
sessions; I do not know whether they are specifically prohibited. (Untouch-

" able castes do not live in the main settlement of the village.) ~

. - t

The several sagun sessions I attended were held at the home of a Lohar
groom. Mostgmf the songs were led by a Brahman woman about fifty years of age
who knew and could sing an extraordinary number of songs:without pauses due
to forgotter words. There were sometimes pauses in the proceedings as the

» women tried to remember what other songs there were to sing. Literacy was
advantageous in such a situation: .one educated girl in another‘neighborhood
kept a notebook containing the titles and some of the texts of the songs she
knew. —

’ ~ - ) - - ‘ -

The other women there -~ from Lohar, Kahar, Dhobi, and other Brahman
-——-j“—*—famttié§$—- would join the singing when they knew the songs. Songs yere
terminated if no one joined in. Some songs were sung by only the younger
girls: I was told that these were songs learned from the cheap newsprint

- booklets sold at fairs. Such songs are sgt to commgn folk tunes or the
tunes of film music. ) . . ‘ *
N » As mentioned above, saguns are also sung in other of the wedding rites,
ideally after such songs as are sung only in conpection with that rite. .

Here are some selected saguns:




Krishna came to the engagement,(girls, everyone came to dance.
The,wedding pole made of wret ched kakayt. .
The wetlding canopy|mad€.of pan leaves, glrls, everyone came to dance.

The groom made of A wretched banana. . . °
- The bride of an orange, girls, everyone came to dance. o | .
‘ v ‘The tablal0 made of a pumpkln, ) 4 . .
’ ‘ The salmais made.Ff a“wretched ninua, girls,. everyorde camé to dance.

The gioom'é party ‘goes, (they a;e) wretéhed potatoes, o L.

Fanned with wretched radishes, girls, everyone came to dance. ' -
The bed covered with wretched -greens, oo v
A pillow of lauki 12 lay on it..
Commentary: This is the only nonsense song among all of the songs 1 g
collected. It is probably a parody. Four of the objects naméd could be
considered phallic symbols, but such an interpretation was never made by
singers or other informants.

In the middle of the bank of the Jamuna my Lal;B'snatchéd(theuornaments.
The women of Vraj go towards the bank of the Jamuna to fill water

vessels:, |
— ‘ In the middle of this Krishna appears and forcefully snatched the orna-
@ ments from me.
He ate my curds, brokerthe vessel that was on my head, and floated
the carrying ring in the Jamuna. .
_He took the clothes (of the women) and climbed and sat ;3 the kad
tree. ‘-
We were naked in the water, my Lal snatched the ornaments. ~— ‘
- In exchange for the clothes ye gave a yellow silk cloth when we came

"from the water. ©
You then are Lal, Nanda Baba's. -
I am the daughter of Brshan.

by Whenever you meet Krishna in the lane, he pinches your cheeks.
P Wearing a lotus leaf, Radha came out. . ~
Krishna clapped, my Lal snatched the ornaments. =
Restrain your child, Mother Jasoda. .

* He roughs me up, my Lal snatched the ornaments.
Just now Lal plays in the lane. '
When he did abuse you, you don't admonish him. “
He shouts from the direction of the brush, my Lal snatched the orna-
ments.

’

-

Commentary: This is a collation of various episodes from Krishna's childhood.

Many if not most' of these episodes are found in the Bhagavata Purana. They
probably filtered into the folk songs of this region via the vernac¢ular"

bhaktl EBEES such as Surdas (cf. Pandey and Zide 1968 pa38£m) These vig-
nettes are commor to many folksongs in the area. The story of Krishna's
. stealing the clothes of the gepis is a favorite. Several of the men's "
. /}ﬁ ~ kajalls ('songs sung in the monsoon season') are built around the story.
. One of the populaggoleograph religious calendars depicts Krishna playing
; his flute in the kadam tree as the naked gopils beseech him to return their “
saris. v

. ~
.
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What mistake h'avé ‘I made, husband, that you are giving me so much
" trouble? ' S ) \ -
Have I Spoiled the food, husband, did.I put in too little salt?

Have I s'po:f.léd the food, husband, .did I put in~too.little bay leaf? .
Did I use too little, perfume, husband, that you are giving me so-
« much trouble? ¢, y

., Haye I spoiled the pan, husband? . .
Have I spoiled the’cgtechu, husband? ‘ ”
Have 1 spoiled the bed, husband? ’

Did you sleep too little? » - R .

@ . *

Commentary: The languagze c;%,phis song wa‘s nat the language of this region,. .

Bhojpuri, in which most of the songs are sung. An informagt said it was a

dialect ‘from ‘Western Uttar Pradesh or Rajasthan., He alsq &id t:]gat: ,sengs

such as this' actually have a ‘didactic function in warning the bride of

marital situations she might fa-cé. T . - . .

Order me a lime-colored sari, dear. . :

( Without wearing one my heart dan't be satisfied. -

Have a room built, have an ataril5 built, -
Have them cut a little window in it, Hdear.

)

- -

Without peéping out my heart can't be satisfied. , o :
, Witheout seeing my heart can't be satisfied. ’ . . .

Ty Order me a, lime-colored sa¥i, dear. ‘ i -
Cel ~ Without wearing one my heart can't be satidfied. ‘ . o

Have a little'lemon tree planted. . .
Withept plucking (them) my heart can't be satisfied.

L4
-~ . "

Commentary: None of my informants seemed to think the last line was a v
sexual allusion. The "acquisitive wife" theme.is not uncommon (cf. Majumdar
1958: 310-312). Lime-calored saris were in vdgue about twenty years ago,
acgording to ';‘nfqrmant:s: L T . ' e )

&

. My husband having become a member of- Congress Pa\i’t‘y, I will not
stay alive. Do e N
I will not live; he will not eat the car,efully’prepargd food. o«
Without self-rule he will not come to the door., N :
I will not, live, he will not drink from the water pot, - -
) Wit:hout:-sel/f—rulg,‘}lé will not come in‘q;g;-t:he cou{:t:yaxzd.
Without self-tule, he will not eag pan. . ) .
Without *self-rule, he Will‘nos: gleep on the bed. /? (\"

B

- [ 3 .y ” ’ & /e
Commentary: This song dates from the early '1940s, wp/en to be a membe\t\ of -
co¥gress Party was to be a revolutionary. At that time the Congress Party
was leading an often violent anti-British independeﬂg:e ‘movement. i
-

Such a wondrous boy has Cotie, of a Fich. % ily., - e
i Your crown is worth lakhs, the fringe of "tfie ‘crown' is workh . \ 7
. thoubands. " LT f . v . sy AN
Your wedding trousers are worth lakhs, yogr robe worth thousands. M
Your shoes worth lakhs, " your socks worth thousands. N :
- The bride worth lakhs, the veil thousands. ' e "
. ) - . } o~ . .
¢ . ) ) - ~ ) ,
::'\ e . 6 :j . - . ‘.v' .
> . . ) ) v Ty )
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. Commentary: This song in praise of the groom shows the concern of the
"« women with the high quality of his dress and.ornaments. The hyperbole,.’

. 1s reminiscent of that used to_describe the wedding of Sita and Rama in

N the Azmcaritmanas (the Hindi’ “Ramaycia) . Arya also collected a version

, of this song in Surlnam (1968:80) .16 . . .
. . . 4 s
has become a hab1t, father it has.become a habit [this is the
refrain]. . )
[He chants the name of Ram, father. 17 ) ‘
- The fine food made in the golden thalZl,” " Prahalad will not eat

thenfine food, father Jrefrain].

. Burn him In the fire, press him down in water, tie him to a post.
7 I have put water from Himalaya mountains in the vessel, .
' He will not drink. the water, father-[refrain]. — t‘k ; ~
I fasten his pan leaf with cloves. s - .
Prahalad will not chew the pan leaf, father, [refrain].
. I put flowers on his bed, ) ‘ . C
. Prahalad will not sleep on the bed [refrain]. N

. AN : o

,HaZdZ.

-
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* The ceremony called haldi or hardi ("turmeric') is performed in the.
bride's and groom's hgmes on a,date fixed by purohits. Women from the
.~ 'neighborhood are again involved, In addition to rubbing the body of the
bride or groom with.a turmeric-mustard seed oil _mixture (thought to rendetr . o
‘the skin smooth and lustrous), they perform cunnvan, in which each takes
a stem of dib grass in each hand and touches the bride's or groom's feetgw
kirees, chest and shoulders, ending. by making a circle around his or her
" headl. Cumavan is considered a personal b1e051ng of the nuptial person

s(paraphrased from Planalp in Lewis 1958:- 173). - ’

'The bride and groom enter what Turner and Van Gennep would call a .
"liminal candition." They are not,allowed: to bathe, to work, or to approach
well-or fire. Van Gennep call th19 condit ion the first phase in a rite of
passage —L the phase of separation. This \ - ’

- . ' '
* . . VYcomprises symbolic behavior ‘signifying the detachment of the o
individual or’ group -either from an earlier fixed point in the v . ]

- i social structure or a set of cu tural conditions . . . during E
the intervening limixal period, e statesof the ritual subject
\ + « .+ is ambiguous; he passes thtough a realm that has few dr
’ none of the attributes of the past or cdmlng state. . .. "\
(Iurner 1969: 94) “ ) \Y G . .

Al

Durlng the turmeric rubbing the women sing the folisming three songs.

\

t

18 . .
. "Korin, Korin,v. you are a great queen. N .
From where have you produced the turmeric toddy”
.. My Radhika Devil9 go tender cannof bear the harshness’ of -
. © the turmeric. .-* . ; .. .
Talln, Telln,20 you are a \\great queen, ' :
From where have You produced the must ard seed oil today7 ‘e \\\
Wy Radhika Devi %o tender cannot bear°the harshness of.the mustard

, seed oil. . E: 3 =

/ - i LI ’ s . M
) ) - - - n . »
A .o ad AR LI . ot

.
. \V} . . . «
- N * . hd
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\ .
Commentary: I thought this song had an\unusually pretty tune. This may
explain why even-some of my male informants could sing -it, and why it was
ne of the few songs in Planalp's (1956) text, which; although detailed in
many othef’%espects, includes few songs. Sympathy for.the bride expressed
in referring to her "tenderness" is also found in other songs. -

The girl I saw playing, mofher; I‘see seated on thé flour deszgh:
I see a beautiful flour design, mother. ) 21
Oh mother,.I don't know when the barber's wife plastered;

I don't know T ) ‘
- I see a pretty pot, I see a pretty pot. ) 22
- 'Oh mother, I don't know when the potter made it, I don't know .
. I see a pretty plow shaft, I see a“ﬁzetty plow shaft, :

Oh mother, I don't know when the Lohar made it or when he, cut it.

I see a pretty bride, I see a pretty bride. .
- Oh mother, I don't know when the god made her or when she wgs bern.

5 ‘ .

Commentary: This song acknowledgesﬂ@he liminal condition of the bride-to-be
by contrasting the image of her as a 'girl playing with the ritually de—//\
tached ‘figure seated on the flouf design, who seems to have lost her
.dentity, i.e., her "state" has become ambiguous. ('I don't know when
the god made her or when'she was bomn.) e ‘

- ! - - .

»
.

Arya maintains that songs such as these which are sung in rites not
officiated by purdhits constitutes "ritual formulae" compdrable with the
‘mantras or purdhits (1968: 12¥. This concept was never expressed by native
informants, nor did I observe any'action indicating that the songs‘were at-—
tributed any efficacy, which is the most important attribute of mantrqs. .

” B -

I didn't get a hugband as rasilizB as I. . )
His hair is not es pretty as mine.. .

o I didn't get'a tilak?4 as pretty as my forehead., W ]
His complexion is not as gpod as mine. ' a

’
.

Commerit ary: Unlike the two preceding songs, this is‘aoaagun and is not
associated specifically with this‘rite. This is another of those songs
o 3 . . 3 . L
that warn the bride of possible disappointments. -

T

° v

. There are a number of other important rites on-the day when the tur-
meric is first applied including: preparation and.éonsecration, at- the
bride's home, of the mandap ('the canopy umder which major wedding rites

are held') ' and the kohabar, the ritually designated room in which wedding
items .are stored and some of the weading rités are performed; erection of a
«Ceremonial ,pole at the“groom's home; and rites perfbrmed by the neighborhood

- women and.the mother of the nuptial person which secure the blessings of

Various aspetts of the mother goddess (explained below). The last activity
involves procedsions to a well and_a tank which, as with all women's pro- _

cessions, are occasdons for singing. The songs sung are saguns.
7’ .t

Pitra Nevatina. } £
. - . . "
On the day ,of tHe'vévah at the bride's home, and on the evening’ before
the departure of the barat at the groom's home, there is ‘a r%&éicélled
s . *

- . )

i

-

A
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we

who will ‘compgise the barat.

& 1

pitra ﬂevattna ('invitation of ancestors'). The women of the household
invoke the™ancestors into a clay dish on a stove built from clay brought
from the tank in the urdﬂ—chana rite. The invocation is a song sung by the
women of the family in which the names of three generations of ancestors
are enumerated. 25 - . ’

\ . !

In the rite called Kohar& ki pati ('leaves of the sweet pumpkin'),
which follows the rite described above, the groom and other unmarried boys
and the bri¥e and other unmarried girls eat from|leaves of the kohara
in theix respective homes, Rites are performed which again symbolize the
changing ‘statuses of the bride anﬁggroom (cf.”Pldnalp 1956: 488). After
the groom eats, the pest of the biradari is served rice. Wealthier families
or those wishing to give -the _impression of wealth may invite all those men

Baraz

On the morning of the departure of the barati the 'English band' hired
by the groom's father for the occasiof comes to the home of the groom.
As with many other materlal aspects of the marriage rites, e.g., enter- -
tainment, food served, and accommodations, the quality of the band used
depends on the wealth of the nuptial families and|their.desire to ass@rt
their prestige. The-'English band' is the most prestigious kind of musical
group used in this context. There areGlso the d&phala band mentioned by
Planalp in his 1956 account;_the Sa/mai band of the Banaras area (sahnat
is a simple double reed horn with a sound like that of an oboe) ; and
various motley amalgamations of drums, woodwinds, 'bagpipes, bagpipe chanters
and. miscellaneous European wind instruments. -

w |

Led byxthe band the women of the family afd=their neighbors singing
siguﬂs, proceed through the village to the-grain—parching ovens of the
family's Gor. sr (Gor is the name of the caste whoZe traditional occupation
is grain parching.) Here one or severalsof the women dance to the music
of the band, and the Gor gives them the lava and’ ptrha (the board seat upon
whlch the groom sits during the wedding rites) are consecrated in a brief
‘puja. The Larat will take thesei[fems, along with a pot contaln}ﬂz water
~ from the groom's bath of that morning, to the wedding cexemony. Cunuvan
is again performed with the appropriate songs and the groom—ls fied curds
(an auspicious food) and raw cane sugar.

Wearing a ébecial costume for the wedding the groom rides in a pal-
anquin with a younger brother.‘feveral men explained this with reference
to the Ramayana in which Ram is accompanledhon his journey gnd in his
wedding by LakSman, his younger brother. The groom carries a white onion
in his pocket to*protect him from the Zu ('a seasonal hot west wind').
Kahars generally carry the palanquin. Led by the band and followed by
the women, they carry the groom to the edge of the village, where the mother
of the groom perform a parcan ('a kind of worship') by.revolving a pestle .
over his head.




' This is another occasion -in which one or two of the women dance, en-
. couraged by the others, to the musit of the band. As with the gathering at
s the ovens of the Gor, there are, fh accordance with parda restrictions,

nNO men present, except:those in the band. (The institutional correlate of
this is the female impersonator who fills the role of "dancing woman" in
most public performances.) The dancer‘moves in a circle. There are many )
stylistic idiosyncracies, but generally the torso is upright and relaxed, e
the hips oscillating gracefully as the feet 'perform tight, almost mincing
steps. The more sophisticated dancers learmn to use their hands, eyes, and .
head expressively, in a manner reminiscent off classical Indian dance styleé,
seeming t¢ mime a woman coyly .communicating with her lover.

N
~

. " N\ After the dancing the groom's mother .showers the collected women and
chilq;éﬁ with coins, for which there is a mad scramble. The women return to
their “homes and the Kahars carry the palanquin off towards the village of
the bride. h ~
X, \ a
N The-ES?it members may ride their bicycles or take public transporta-
3 tion or a;chartered bus if the distance is great. The groom generally travels
g by palanquin, aIthough wealthy families hire a taxi for the transportation of
: the groom and his\b{pther and father. ’
p AN .
The barat, band, 2nd members Of the bride's family await the arrival of
the groom on the edge of “the village. If the families involved are wealthy,

- - there may be what I interpreted as a mock charge after the groom has arrived.

. In the one such event I obserVved, the groom's party formed a line facing the
line of the bride's party, which-yas about thirty yards away, facing away
from the village. Esteemed member& . of the groom's party were, on this oc-
casion, mounted on elephants (accordi g to informants, the auspicious symbols

- of Ganesh, the elephant-headed son of Siva and the deity who ensures,the suc-

cess of new endeavor, but here also symbolic\of the role of éﬁqqueror, which

. surfaces at several points in the wedding rites.) These baratis fired their

sho;ggn§, at which ﬁhq elephants charged at full tilt towards the bridal line.
The barat rhenyifollowed the band to the bride's home. In most cases upon the
arrival of the groom the band merely leads the procession to the bridal home.

. As—they—appruach, the yomen of the house sing from the veranda. The singing
L usually cointides withithe playing of the band and is thus heard only inter-
o ¢mit tently by anyone bui the women themselves. The scene is 6ne of great ex-

' -citement and chaos, both augmented by the scores of screandnchhildren who ¢on-

- verge to see the Spectacle and héar the band. . | ‘ .

-

& -~ !

8 : The following songs were recorded at an actual wedding. Their fragmentary
s nature is due in part to the noisy conditions and in part to tB; fact that the
' women occasionally forget words and run songs’ together.,

4 . . - ,

N

A . .
yar nuja : ! :

What group gets down under the mango and tamarind trees,
the shade as cool as that of the kadan?26 Ve
Because.of .your sacrifice, §randfathe§, we searched out a

groom like Raja Bali.?2 / i

~
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‘A crown installed upon the head of the groom, .
He comes:to the door like Raja Bali. ' '\\

\

Commentary: " The royal .status given to the groom in this song is expressed
in song and ritual througpout the wedding rites. It shows that ‘the women
are culturally expected to\revere the groom. They may also resenfy him,
expressed in later SO@gSs. Hﬁgi;jong stands alone in the wedding as™ an ex-
pression of gratitude. The sacrifice of the grandfather (and thus the ex-
tended famlly {of Shich he is the gommal head) in searching out a groom,
i.e., in arranging for\the girl™s ‘marriage, is recognized.
. ) 1
* Lo el lp le, he comes to the homE\of the bride's father.
The handsome groom comes to the home of the bride’s father.
"Hey groom, grow a good mustache. N ,
"Apply the color of the bhagara.28 A
Oh people of Mardapur, shine the lights, the thieves of Dudhaura come.
Thieves of mothgrs, thieves of sisters, the thieves of Dudhaura come.

Commentary: This is another of the several references to conquest the
bride seizure which occur in the wedding. The theme is discussed/gt»thé//
. end of this section. -
) .
You shouted that you would bring elephants; you didn't bring elephants!
Fuck your sister; you didn't bring elephants! }
-You come to ravish the bride! ’
You shouted that you would bring a band, you didn't br1ng a band!
N
Commentary: This song insults the groom's family by calling them miserly
liars. The presence of elephants or horses and band are signs to the - .. __-
bride's village and other observers and part1c1pants of the economic '
status of the groom's family and thereby the bqlde s family. Their ab-
sence is an affront to the bride's family and robs it of prestige.

When the barat forms a crowd at the door.
Hit! Hit the target!

Commentary: This is another reference to the.conquest theme. ' *

After the bride's mother performs a parcan_and she and the Yride's
sisters give ritualiZed, blessings}: the dvar puja ('worship at thé door')
is performed. On a small area which has been ritually purified by sweep-
ing with cow dung and water, a design (oaquk) has been dra ith flour.29
Here the purohit leads the bride's father and groom thr } a puja. The -
barat is then led to the area in which lines of cots h een placed for
K lounging and sleeping, where they receive the best refrishments the bride's
family can manage and are entertained by a musical group.” Later in the _
evening a meal is served to the barat. Then, at about midnight, the vivah
' is per formed. . . -

Vivah.

Before the vivah the barber's wife, who is the bride's chief |

Q 2 . .

" ERIC ‘




attendant, washes the bride using some of the water from the groom's bath
(brought by the Larat ). This "symbolizes the first intimate contact be-
tween the couple" (Planalp 1956: 504). The bride's mamy ('classificatory
mother's brother') presents gifts to the bride's mother and her parjunia.
The women may address a few gal? to him. :

i
1 -

%

The women of the bride's family and neighborhood always sing in the
vivak. If the bridal purohit lives nearby; wdmen from his family also may
attend and sing: The groups do not often sing together. The galz is gen-
erally, but not always, the product of the brille's female relatives. The
presence of the Brahman women is considered au picious. They are rewarded
with token payments (called-daksina, the same term given to the payments

_made to a Brahman priest) by the bride's famil The groom's father must
‘make a token payment to the bride's female relZiives and party who sing.
/ ) ’ .

After the barat is seated in the mandap, a purohit performs the puja
of the presiding deities. The groom's side presents ornaments and clothing
to the bride as the women .sing: ' "

You have brought borrowed.ornaments and are causing them to

glitter in my mandap. o

Elder brother of the groom, you fuck your sister.

Commentary: Here we again see the accusations of miserliness and deceit.
The groom took the box fof ornaments and came into the mandap.
He came, the groom came, the groom took the box of vermilion, ‘
. and came into the mandap. K
He came, the groom came, the groom took the gold dnd 'silver and
came into the mandap, ’
He came, the groom came, the groom came into the mandap with great
pomp and show. )
. "\
Commentary: This is one of the songs which contains only description of
ritual activity, suggesting that the oc%asipnlis a momentous one for the ".
women.

]
& /

After the orhaments are consecrated by-the purohit, everyone scrutin-
izes them and the purohit enumerates each item aloud. Attention then shifts
to the groom's older brother (referred to by the bride as bhasur).

The women sing: 4 . -

. .
. ' &

The prasur has a nose like a eilam.
He stares at'my daughter in the mandap.

The bhasur has long, long legs. ) L

| . e

These legs stride into my mandap. . N
The teeth of ‘the bhasur split big chunks of ywood.

The dhasur then performs a particularized worship of the bride Ynvolv-
ing many ritual offerings. Informants always said that this is the o ly
time he touche the bride (their relationship is normatively one of avo ance) .

.
L)

. c
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As the groom and his father sit near the purohit; the women are singing;
Mother ask Supher the groom: "Why are you smeared looking?"
* Your mother slept under a palm tree; you are that very color.
. Your mother slept with a dog; you are black like that.
. Mother asks Supher the groom: 'Why do you bark like that?
Your mother slept with a wolf: you bark just like that.
{
In the upper room the groom adjusts the crown. "
There the groom's mother supplicates the sun deity.
. Don't let anyone~é;uf;fhe evil eye on my groom. i
- Today don't let anyone put the evil eye on the groom and bride.
In the upper room the groom adjusts the ornaments. .
There the groom's father's sister supplicates the sun deity.
In the upper room the groom adjusts his dhoti. 30 . .
There the groom's father's brothgr‘s wife supplicates the sun deity.

A -+ .
Commentary: This is a sagun. It is indicative of the mothers' fears of
mishap on this important occasion and the usual mode of response to such
. fears -- worship of a deity considered capable of providing protectlon

- N

Look at the crown. Don't forget, mister, that the crown is’ borrowed.
The groom is of a whore; the bride is of a faithful woman. - .
Look at the bracelet. Don' t,forget, mister, that the bracelet is
borrowed. )
Commerdtary: ) Here the accusation of deceit is coupled with one of immor-
ality,*a common strategy in gaZz " Informants said that a dishonorable
K family might give the bride ornaments belonglng to women of the family
which weuld be taken back from the bride when she came to live with the

v

groom. ) .
The groom takes sakalp ("resolvé"), declaring to the gods his inten-
tion of marrying. The btide's father seats the groom and worships him with
RS ritual offerings. Informants pointed out that thlS treatment is worthy of
a raja. It symbolizes-the ascendeney of the groom's famlly to the bride's
in all relatipns. The groom dons the new yellow,dhot? given to him by the
bride's fathéﬁu The women sing:
. ’ A 4,
Put on the lower and upper garments se
f Put on-the dhoti spun by a concub4
Put on the dhot?l spun By a concub
-y L .
Commentary: Here we see how a sung expressioRl may contradict a simulta~
neous ritual expression in another medium. THe contradicting expressions
of groom-worship and groom-abuse reflect the ambiguity with which the
affinal relationship is regarded. There followed-a gaZz ridiculing the
appearance of the groom. ! .

by your Muslim father.
on of a whore.
on of a rich man.

-1
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The purohits start the ‘havan fire and release the ancestral spirits
from the captivity of the clay dishes. This is called gotra car ('the
calling ofethe clan'). The bride re-enters and she and the groom again )
worship the gods. Because of the importance of the themes of the next
three songs, they are discussed together at the end of this section.
G@d'kam has brought them together. .
The barber found the groom, the Bfaham reckoned the day.
Burn the barber's beard! - Burn the Brahman's books'
Oh, father has taken great advantage of me, Mother. . -
Oh, how can I curse him enough, Mother?

> What kind of grahan3l obtains from evening to morning?
What kind of grahan obtains when half the night is passed?
What kind of grahgn obtains in the mandap?
When will the sun come? ) - .
What kind of grahan obtains at four in the morning?
Oh, the grahan of the sun obtains from évening to morning.
The granan of the moon daughter obtains ip the mandap when
half the night is passed., *
In the morning the sun will come.
- N r 3
"The next stage is called kanyadan ('the gift of the virgin daughter!)
"The father announces to the gods that he is giving his daughter. The purohit
places the hride's hands together palhs up on the similarly held hands of
her father, and the groom's hands likewise upon hers. Then the purohit
places various ritual items in the groom's hands, and the bride's brother
pours water over the layers of hands and ritual objects. The women are
singing: o

Oh brother Dasarat Ram, don't stop the flow of water. -
If the flow is broken, your sister will become angry.
Brother Dasarat Ram, don the bow and arrow. -

Lv Oh brother, your sister's husband will surely come, he will

fight with you on the battlefield. -
My brother fought all day but he lost in the evening. ’
Oh he loses Tila Devi, his siSter; Supher. the groom has won.
Oh brother Dasarat Ram, what thoughts have you forgotten? - -
Brother, you have not lost cows or oxen, you have lost your sister.’ '
Oh, it is good to forget about sister Tila Devi. o
Cows and oxen® are our wealth, brother; sisters that of another.

- -

Commentary: The themes of family conquest and bride seizure again manifest

in this spong. Kurakhet is the vernacular form of Kuruksetra, the mythical

battlefield upon whtch the Kurus and the Pandavas fought in the epic N
\ -

Mahabharata. Theterm may bedused here in a generic sense.

Aftep”the purohits declare to the gods and spirits of the ancestors
that t e~hx1gELE§§;$;}y is donating the bride, the groom's father is made
8 say by the pubohit-that he is giving the groom his daughter for’him to

prot;ct, support, and master. He places his daughterfs hands lms down in

thosg of the groom to signify that she is given, -
2 ‘ . \ . Pt rt =
- , - (o




The rite called krisharpan (presentation of glfas) follows. The bride's
father gives dakszna to the pandits, gives the vow of godan (the gift of cows

to a Brahman) and token payments to the, Duronzt and paruunza The bride, ®
stands by the groom and her father blesses them: "May you live as long as
. there is water in the Ganges and Jamuna rivers." With his arms crossed, he’

throws rice at them. The groom gives the purohits daksina and his own’ purohit .
and his own purchit the godan vow. As the purohits perform another %Zavan the .
women are 51ng 1r1g .

The barat's pandlt, pretendlng to call for water, célls for his’sister.
"Slam the door! I will die of shame before my father" [she says].
"My brother is honorable" [says the narrator of the song]:
. All the members of the barat call for their, sisters!
e
Commentary: This song shows that even the Braham purohit whose d1V1n1ty
- demands that he be treated "as a god on earth,' is the object ¢f galZ.

. <

The Brahman's mother is like the midden covered with greens.32 '
" Listen, Brahman, quickly perform my daughter's fire sacrifice.

The smoke has spread to the young and tender. p -
The Brahman is a half mind, like a clod from the tank
Listen, Brahman, quickly perform my daughter's fire sacrifice.
The Brahman's scrotum is like the shopkeeper's balance.
The Bqahmag's sister is like the hamboo cane. ‘-

o

_ Commentary: Here sympathy for the bride is again demonstrated| in the context
- of insulting the purosit. The shopkeeper's balance always hangs unevenly;
bamboo cane tends to lean and catch the clothes of passersby. ’ )
In the following stage the groom stands behind the_bride,|his arms around
her and a basket in his hands. Her brother pours the Zava (' parched rice')

from both the bride's and the groom's 51des .into the basket. The women are
31ng1ng — *
Mix your Zqva and our Z&va'togéthep. 2.

¢

Have our father and your mother sleep together. .
Have our father's brother and your father's brother's wife sleep

- " . together. -
. Comﬁentary: This song expresses the new social union whicl’has been established, -
not only of bride and groom, but of all members .of their families. (This song .

was also collected by Arya in Surinam. Cf. Arya 1968: 78\)

. The groom then pours the Zava onto the mandap floor, a purohit d1v1des

" - - it into seven small piles, and the groom walks on them. (A purohit said that
this symbolizes the seven c1rcumambulat10ns ‘of the marriage pole and sacrifi-
cial fire by The bride and groom.) This is followed by the’ proclamation by
the presiding purohit of the rules of marriage incumbent upon husband ,and
wifes The bride and groom circumambulate the fire and ritual items three
times and sit, the bride to the left of the groom.

| ‘ : . . o :
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% Sindur dan (the gift of vermilion) is the title of the subsequent and
-, apical stage of-the vivagh. The ‘groom applies the consecrated vermilion to »
the bride's forehead. The women sing: ‘ ) \

I am shamed before my grandfather, my longhaired grandfather.
I am shamed before my father's "brother, my longhaired father's brother.
I am shamed before my brother, my longhaired brother.

\) 'Oh,;I call grandfather himself; he does not speak. -
*0h, grandfather forces the groom to apply vermilion.
Oh,” father's'brother forces the groom to apply vermilion. - '
. “Oh, my brother forces the groom to apply vermilion,
Commentary: Both this and the prior song depict the stereotypical emotions
of the bride:* she feels humiliated and betr yed at her abandoment by the
males of her family. J - <

Informants say the apﬁiication of vermilion is the climax of the wedding,
the point at which the bride becomes 'the groom's.' The bride's sisters come
forward and touch.up the vermilion; the groom's father gives them saris and
money. Then the groom gets up and sitfs doyn on the left of the bride;™which

. 1s also supposed to symbolize that sheyié his.

After finalizing rites conducted by the purohitaf who again receive cash
payments, ' everyone leaves the mandap but the-bride and her friends. They
perform cumavan, singing among others the fél}owing,song:

' With rice and green grass, let us ta to the eumavan.

~ Touch her head, give the blessing.
Live, bride and groom, 100,000 years.
Live as long as the earth and sky.
Enjoy as the night enjoys'the moon.

” -

Commentéfy:' Tﬁé-'night/moon' simile.is found—in classical Sanskrit poetry.
The women of the bride's family (but not ‘the bride) praceed to the
konabar, where there are informal rites involving the groom. The women sing

.Songs such as the following: .

"

.

This new xohabar, of gold and -brass. ' .
With great commotion goes the groom, born of a plowman.
// Slowly, slowly goes my daughter, borh of an emperor.

Whose mother comes.in tO/é@akep, Tila Devi?
Get up, son, its'sedawn.
. Give that kind of a mother into the hands of the Turks,“into the
. " hands’of the Moguls, into the hands of the Pathan's.
Who says, when half the night has passed, that it's morning.
b
\ Commehtary: This song hints at the ways in which a mother—in—%aw can make
life miserable for a woman; the stereotypical mother-in-law is jealous of
her son's wife.and resents their intimacy. )

o ~
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. I did not have the opportunity to attend the activities at the home of

the groom during the evening qf the vivak, but according to Planalp:
1

While the marriage rites are taking’ place at the bride'% house,
the women of the groom's family, and their friends, sing and dance
" throughout the evening. The occasion is referred to as Nakata. At
the time when they estimate the ancestral spirits are being invoked
in the bride's vitlage, tliey too release the pitris (ancestral spirits)
confined in the clay cup on the migiature stove near the marriage pole.
It is believed that the ancestrdl spirits are instantly transported to
* the place of the wedding (1956: 513). ’ -

e . nd
Arlleart

Khicapz is the name given to dal ('a kind of lentil') mixed with rice,
the food customarily eaten by the bride and groom on the second day of the
wedding. One more educated informant told me that khicart symbolizes the
new couple, the rice being conceived as masculine and the dal (which is semi-

liquid id form) feminine. ) g

.

Khicari is held in the forenoon of afterfoon of the second day. All
of the dowry items are displayed on a table in the home of the bride (these

often include wristwat ches,

pens, Stainless steel dishes, transistor radios,

. etc.)f-\QEgtiroom is expected togobject to the quality of the items given or
to demand er items. After the haggling over what else he will receive,

the groom_and

younger boys from his party are &ated for the eating of

knicari. The groom may refuse to eat until he extracts a commitment for
some other desired item. AS the party is eating; the women, from behind a
curtdin or in a semi-concealed location, sing.gall. For this "service" they
must be compensated by a small payment from the groom"s father. 4
_The galil presented below were recorded at a session which followed a
<atha ('a kind of sacrificial ceremony in which moral parables are told').
The songs were sung for my bénefit as well as‘'the entertainment of the visit-
ing (agnate) family members. Qne of‘fheir‘biradarz, seated beside me, and
I were the targets of the g&ZZ, rather than affinal males, asMWould usually
- . be the case. These galZ, hovever, are quite—typical: I specifically recall
having -heard the final one in many g&Z?-singing situat ions.

~ ‘ o
Commentary i§ largély ‘reserved Tor the explanatory section on galZ.

- Brother, Patna is a pleasant city, brother, Patna is a pleasant city.

Corruptéd in childhood, Henari Ram and Ram Sagar Mishra are the
" sons of whores. , oo
- Their sister was corrupted by Ram Chandra.
They eat from‘qpeir sister's earnings; %%ears come into her eyes. *
Henari and a?m‘Sagar eat from the earnings of their sisters. .
h

They submit themselves to sodomy, brother, Patna is a pleasant city.

)

o
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Commentary: Inf?;ménfs could not explain the refrain ('Batna is a
pleagant city'); perhaps the.song is an adaptation of another song with
that refrain. ) s

At the low bathing place of the higﬁ pond there is a pleasant

" bungalow. ~ :

There Henari's sister takes a bath.

Daya_Shankar's sister takes a bath. ' /

“Our KeSauram went there to look (at them) suggestively.//

Our Laukai Ram went there to look (at them) suggestively.

Open the gughat,33 they will look at her cheeks.

Her cheeks are like a red wave.

Open the colZ,°% look at the goods. v

. The goods ,are like limes and megranatesg///// .
.7 Open the puputz, they will lopk at the pubic hair.

Open the petticoat, they will{ look at

It is just like lightning.

,h_hbﬁggggggntary: The moon symholize
gives” great light (like a large

The rain starts, the clouds a deﬁée and black, every lane is °

pure water. ; . *
She starts to come out, wedring golden clogs; she slips in
' the middle of the cdurtyard.
I ask’you, Mister Henari, is your sister Funning away?
I ask you, Mister Ra"‘Sagax,/is”ﬁbur sister being lured away?
Will judgment t nowhere but at thevdoor of Indra Jit Ram?
You-must feed five, of ten Brahmans, Henari. °
You must feed five Ar ten Brahmans, Ram Sagar.
The-sin will be expiated. :
" You must’ bathe at/Kasi Visasar Gaj,36 Henari. . b
Myself, I keep father's daughters and grandfather's grand-
daughters under my control.
Who will pass~judgmgpt?

r*ro

Commentary: The meaning of line five is unclear; it probably me that
Indra Jit is the man with whom their Sisters .are consorting.

Flee, son of a whore, flee on the Kellt- . .
Henry's sister copulates in a field on the plains of Delhi.
Hindu, Muslim, that cumin seed, that coriander seed, one climbs
von behind, one before. ‘ " ¢
There is saliva in your father's mouth, ih your father's mouth there
N is water.
Give the priqe of my galil, Henari Ram, give, relatives! .
My Govinda fucks your sisters. Give, relatives! .
o ; )
Commentary: The last twp lines refer tgf;he practice of demanding payment
for the "setvice" of gali-singing from the attending affines.
In most cases the vidaz ('formal farewell') is held after khicarz on
the second day of the wedding. At that time the purohits afe presented

o -
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with payments of cash and clothing. The fathers of the newlyweds ritual ly
embrace and shake hands priorto the departure of -the groom's party. '
Arrangements for the bride's departure vary according to .circum—
"stances tooﬁ!bmplicated o discuss here., In some cases she accompanies
the groom to.his home 4&fter the vivali to stay a few days before returning
to her father's home!

gauna.

o

Planalp (1956: 531) and Lewis (1958: 183) }eport songs whick are
sung on the occasion of ther bride's departure, .indicative of the distress
+ and fright which she feels at the"prospect of leaving her family and .
friends, to assume a low status in an alien family and the role of, wife ?
to a man she does not know.

- \
Women's Musie, Repertoire, Peyformance, and Attitudes. °

In this sub-section I deal briefly with leadership in the performaﬁce~
of the women's songs, jhe relationship between repertoire gnd social
structure, and attitudes towards the functions of women's songs.

N

\

As mentioned above, in addition to the women of the bride's famil§
and_neighborhood, 'women of the bridal purohit's family may sing in the.’

vivan, The two groups may sit next to one another or ‘they may be séated
on different sides of the mardap, but in either case there is no attempt .
to to indteWbeir singing. At times they may even sing different songs

simultaneously. In both groups, the leader is usually the Wife of the
figure among the women, but her knéwledge_of the songs, gained from long .
experience, is also a factor. To the best of my knowledge, those.songs tied
to particular-rites are never rehearsed. Therefore,.unless the songs are

e

- T . ' Q

similar to those sung. .in their natal homes, the young wives have not had
sufficient exposure.to the songs to have learned them. Younger women may
know some of the saguns better than the older women.because some of ‘them -
are recent compositions and,saguns can be sung'on any occasion.- Although
contemporary songs have been adopted into the body of recreatimggl songs,
the songs associated with particular rituals, as-demonstrated by their

¢ occasionally archaic references, appear to be very conservative.

v ’ .

The women of the purohit families seeped to be generally more pro- °
ficient singers than the women of gther castes (by no great margin),
¢ due to the experience they get in singing for, the weddings of other
. families. There is a wide range in the proficiency of singing even among
r the purchit women -- some famigies and individuals simply take more interest
in sidgizg/than others, and th

1

. . \ . i
! The repertoires of different neighborhood groups, vary considerably.
* Different groups sing different\sgpg and different versions of ‘the same
. » ]
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_In-other cases she remains in her home until the -

re are of course differing degrees of ability. ,
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! *  song. \xhis'is ‘due {n part to the -differing local origins of the. women.
- Wamen learn some songs in their natal homes which they may later teach .
~ " to, women in their coqjdgal‘f%m%lies and neighborhood singing groups.37
) ,\‘ ’ uo ) ‘ CTo, R - . r
o Tg Leturn ,to the subject of_perforQance, one aspect of the women's.
singing which is ‘'surprising to a Western observer -is that in many of the
«. rites, especially in the dvar puja and the vivah, it competes with a
"+ .. * @-variety of-other. sounds and activities. In the ddar puja and viGh
the sjnging at. times coificides' with the chanting of mantras by burohits
. ‘ox distussions between them and other participant’s. This seemingly, un—
_ favorableé context of music, in which it is not awarded primary attention,.
- prompts two questions: “(a), are the words of 'the songs understood? ‘and ~ '’
.« s+ " . (b)- what %fe the atfitudés,towaras'quen'é sdongs which support this usage?

- PR .

“
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. \'-The answer.to the first questiéq'is a'qualified "yes."  Not only do’.

. ‘the songs have toJ.tompetée with™other sound, .but the language of the spﬁgs' .

* differs somewhat from the lapguage. of orddnary‘discourse, - One factor, -

. however, overrides thbse -- what Alan-Lomax ﬁas-called-Ehe'"multi;¥qyelgd'
redundancy" ¢f singing. " This ‘comprehensive term ineludes- such factors ag.«+

= . 7. td®tual repetition (of whick there is a.gfegt d%al‘iq'thése songt?T a’’,
song of, four lines may last as many minutes)gsnthe unique "vocdl® stance" .

"< *of singing ¢i'e., its distinctive sound quality); and repétitious meter

and melody, 2ll of which make sohg more penetrasing than dpeech (Lomgie-‘ .

19§8§ 14-15). Lapses in' competing sound also allow hits of -the song or

whole songs té be heard ynimpeded. Although most peaple present (other- -

' Jchan‘the siﬁgerés probably do not Eompreﬁénq each word of ‘the texts of the-f,

A

so;?s, they~ know the toﬁics and have;general idéas«abogt how they are de~
veYoped in the songs. L R .. o g 5
> e . : Pt ’5"\- . . .
& Thg attitudes of men apd women ‘towards women's séng differ. During ., .

.more “interested “in the ritual Proceedings, in which erglare often dis-" ¢
Rutes over.proéedures:and'paypents. But men dp swwalueé :the songs,. sayidg. -~
. ‘that they are.mangal ('auspiciousness')w As such,.th? songs are thought
“to au t-the glory of the wedding and to insure if's success and the
", gﬁcqe??yﬁf the marriage. Thqs‘theirumgre'hegﬁogmance is. enough fo satisfy
' *t themen!s.expectations. - The women's attitude ie that music ‘is calléd for

by asparticular contekt of ritual and ag dts, valug as @a.part of the con-
.+ .text. [Enjoyment of the "beauty" of the songs is theréfore not a reason®
¥ for-their performance, -- ‘formal adpects of t&e éongé aré not judged as to
' thether théy are. pretty or beautiful, ror is vocal quality criticized.
. TINS was brought -out in conversations I'had with the women.” When the sub-

|N\ . . . jert turned to 'music, I would ask if they had any "favogite" songs; or if .

"+ 'the pivah men_do not often listen dttentively to thi;éﬁﬂ:j. <They are -

-

N« " they, thought any’ songs were especially-“bretty." These concepts were.alien
o\ " to them. Most said only that they like all the songs. But OQE young ‘woman, °*
\ . who had some education and took a ‘greater interest._in explanations, said:

NN : . : . S
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"In its own place, every songpeis pYetty.Q On- its occasibn each 4 .t
o .. is.pretty. 1If a wéddlng song was sung now, it wouldn t*be liked. , - )
y ’ 3 When 'will it be considered gretty7 When* therepw111 be a weddlng, !
T T then. So at every timej the [appropriate]:song is felt %o be: . ". .
/ o < beautifhl. Whan.it'is its t1me, then it. is felt to be good And ) AFPT
if tHe t1me is passed it doesn't have a good effect. v ., e 7 C
! . - g . + J» [N v X .
¢ ' For women, then, the primary vdlue of a-sorg is as a part of a valuaBle con- -
fext, Wthh is ‘often a ritual <ontext. N . ’ L )
] . The ways in which Hindd men .and vomeis of the v1llage evaluate the.
*~ vwomen's ritunal s1ng1ng are similar to thg evaluations of’ ,older members of =
. g _American Ind1an group, %he Navahos. McAllester (1954 3- 6;-71-73) has -
.. tpermed .this the 'instrumental' esthetic. -Music is eva&uated primarily din
) ~terms-of the goal(s) of the ritual in which-it'is performed. Among older
C e . \avahos an individual values & music of a ritual whose goals he alues. .
- Such evaluatlon is apparently based on a conception of music as an stru-"
L ) ment which, contributes to é_4ttainment of the goals of the*ritual. 1In.
the area uhder study here, th1s concept is -a part’ of the. hagal concept®and
o '. 1s 1mp11c1c in the young woman's explanation quoted above. The. evaluation .
of ritual music according to an 1nstrumental esthetic is possible a wide~

j{ : spread phenomenon, the roblem mer1ts further cross cultural research .
'. o "‘7 ton . o . Ea - - . N
- : . CL #:

- The Meanings af'Wedding'Songs. e LA At
R - M e ? ’ - ’ ‘ ‘ M h
LT ' §efore d1scussing the meanings "of the per;oraance and texts of ' -
wedding dongs, two prellminary points should be noted regarding the general‘
N -relatlonship of ,music and village sqcial organizat10n,'1 e., how musrc .
. shapes certaln soc1al progefses. * Elrst, singing const1tutes one of\wpm 's
‘ roles @n‘the soc1egy It is an expected item of women's behavior in \a)
T famlly Tites, and (b) public rites.in which the women. participate., Women
. * “*sing'whenever they appear colldctlvely in public. {Such appearances are
| e T always . id connecglon with a sacred‘rgte of .some type.) 'Secondly,'wonenes\N v e
R song is e<cooperat1ye group: expression. As'such it is not,only the médxum
e s ”.gf< s of sharned cbgnltlons, senclments; attitudes, and bellefs, but unafies in a-
? , . common endéaver the meﬁbers of fhe group-who must cooperate tb perform ,
v v them, .. ¢ , i e L se e ] /'/’

L , : S .- Lt L A

a2 . w4 P
The un#fication of-women 1n the weddlng by their collective/role as
singers” opposes them to mén, the' non-singers. The opposition 1s .another
. manifestation of 'the _general Qppositaon df the .roles-of wen and women, e ey
" superordlnate/subofdg\ate, insidexs (agnates)/out51ﬂe s (affines), sons/- .
. daughters publicg figures/secluded (hohsehold) figure_.: //» .oy -

-

ll
~ ', O 4

) In additiop to the effects on the ‘social ‘org

- ‘rites which singing has, wedding songs cqntaln med
" " ts not evoked By other forms'of symbolfic ¢ action within the - rituals.; The"

“ . meanings of the sqngiﬂgerlve not only, from the contend (i.e., texts) of ", * .

the songs,. but from social’ context and the'rltual act1v1ties in which g -

the singing occurs.'_ vooe e . . . .

12 tibn of the wedding '
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' .’ ihe disussidn of the meanings of wedding songs below is divided-

i . according to the themes of primary importance in the songs: insult, the

‘ ! _ plight of- the bride, and conquest., In each case the social implications .

Y. - of the texts of,the songs and its broadcast.by and to certain social .
’ parties wuills be‘explained‘. ., L. ’ SN

- -
] . . ’ .

’ ne terts ofi gall- =~ ¥ ! _ B

. Tt bThe mosf common»ba§ic strategy qf insult in gaZZ is the assertien
of immoral sexual behavidr —- adultery, ince$t, sodomy, and pederasty.. The
use of ‘sexual simile, with ick raw, rude imagery is appropriate in the -

“expression qf_hgstiligy. But.under;yipg this, as well as other strategies

.o eyployéd'in gali, is the insindation of lowneds, which %i another manifesta-

tion of the hierarchical prihciple pervading Indian cultire. Immoral people

. are inferior to ourselves. This insinuation is made more‘explicit in‘g&lz .

used pnly in addressing affines '(at least in thé weddings in which these g&Z?
. were recorded), which assert that “Qur men screwsyour women." * One implica-

*~ tion is_that the men of one's own family take'what they want from the women e
ogsthe affinal family. Not only do’ they take, but they degrade the women id
in the process. The degradation of a woman is a ‘stigma on her family's .~ |
character, as well as ofyher ewn. :This is clearty brought out, in the néxt-~
to-the-last song, where someone's sister is running or Being qued away,, -

- and her brother is'instructed fo feed Brahmans and bathe in the' Ganges to

** expiate the sin of his sister. In one“song the degradation is not ‘put in
sexual'germs; but _is. made even more explicit: "the groom is born of a plow-

man and the daughter of an. eperor.” ) SR

.

» .

. In another strategy, employed in three of the g&lz,~the affines are
called -deceivers and misers, e.g., "You gromised you would bring elephants
- and_you didn't," and "Don't forget: * ¢t bracel'ets ‘are borrowed.: As men-
- tioned above, the prestige gained by t bride's faﬁily from an impressive
~ arat lwith brightly uniformed band and’ élephants or horses, etc., -is one .

L

“ " of thé expected benefits of the marriage -- it‘%§‘as.impbrtant as manw of" - -
the material transactions involved. . e s LT
- * > - .
ge_soeiql context of gali., * < c- . Lo
Al

- . - 13 - .
~. In discussing the relationship between gal? and thé social context in, .
- ' which it is sung, it must-be rememberéd that 4all is sung by women before
affinal men and purohits in the homes of hoth hmide and groom. Thus it .
. is not only thélgroo¥£spfamily that is abused, as one would‘expgct given .
o e - its acquisrtion of bfide, dowry, and superordj ate status:dt ‘the expense . '
"of the bride's.family" *Rather jt is whenevey affinals convene_that .the
: women oOf one féﬁil? insult the males of th other, and in the,weddﬁyg rites,
“ the attending purohits as well. - : Y
, AR SRR ¢ .

w. +% A consideration of the nature of
+” ghips, particularly. with. respetct to t :
¢~ the occurence of gali. In each of the

Ty ﬁahilies there, dre“exchanges and negotia

+ tures, some.of which are highly particularis
* : T s . e *

-

tife affinal and purohit-jagman relat ion-
weédding, is helpful in. explaining
eetings of members of the two )

b
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Aruitoxt provided by Eic:

“invo lves payment ,of the dowry, gifts ofzéash to the groom and his brothers,
payment of the bride's father's parjunia by the groom's father, settling

the quality of entertainment which will be hired, and the jewelry which the
bride will recelved from the groom's famlly Although there are ranges of
expectatlons governing each amount,-therd are no "fixed prices," and bitter-
ness 1is not ‘an uncommon resuylt. Dlsapp01ntments also arise for both parties
when hospitality, accommodations, and '"pomp and show" do not meet with ex~
pectations. Conflict and competition are inherent in the relationship, with “

both parties attemptlng to max;mlze gain and prestige, and minimize expendl—
ture. .

. - T <

>~

The conflict is intensified by the corcept of adar ('honor' )}, whichis -
in turn compounded by 'the public knowledge of all wedding arrangements and
eyents -- everyoneﬁln.the village has expectatlons regarding the scale and- .
quality 'of hospitality, entertalnment, etc. Any misupderstanding, de—
ception, or gerimping resulting ip the disappointment of the other family

is 1iable to be interpreted by it as well as the rest of ohe village ag an B ‘)
1ntent10nal affront to the famlly. _ . . ’ -

3

.
a

o There is alsg(a basic’ conflict” between the bridal purohzf who presides
in thefdtvah, and the'gagmar. The'purohzt s"role is such "that he can
threaten to w1thhold consecration of the  rit%s, witich would jeopardize
the marriage by offendihg the gods, "if he-is not rémuneratéd as he seés
+ fit. In the course of the wedding there are many points at whith he can
demand payment. Some of these situatipns are* legltlmate by tradition, but
some are not as clear-cut. The 'term laleZ (' greedy') is often heard at .. .
these times. His demands are tempered, howevex, _by the necegsity 6f main- .
taining his long—term relationship with his jagman and by fear of genegal Co
censure. The groom's purohit is 1nsulted in the vivah, as a merber of the'

‘groom's party xather than as. awpur’ohzt e -

{ -

A

\

The natives- themselves explained gaZt by saying that it’ s a kind of .
joke %one of those whom asked actually used the English. word) which re-
»laxes the guests and‘promotes harmony.- Given the con?llctﬁendowed nature
,of the affinal and purohzt—JaJMan reratlonshlps, this explanatlon is per- ,
_suasive. * - . )

In hls discussions of the Joklng relationship, Radcllffe—onwne has ‘ ’
made the follow1ng points: Joklng relatlonshlps tend to arise in relatlons i .
.in which there are strong conJunctlve and d1$3unct1ve-forces, i.e., in re-
latlonshlps in whieh it is in the interests of both parties to maintain
the relationship in gpite of the many conflicts inherent in it, Second,

-

AATIN

-

s Any serious hostility 1s prevented by the playful antagonlsm N\ c
.of weasSing, and this in it§ regular repetition is a constant A
expression of reminder of that social dis unctidn which is one
. of ‘thé essential componemts -of the relatipn, whlle the social
conlunctlon is maintained by the ftiendl ne§s that takes no , '
offence at insulta» (1952: 90- 95, . ‘L

pr




The desirability of establishing and maintaining affinal relations, i.e., )
the conjunctive forces in the relationship, include the necessity of marry-

ing offspming, the prestige gained by the wedding, and alliance with a

family of comparable or greater prestige, as well as economic strengthen- "

ing. The conflicts inherent in the affinal relationship and the con-
junctive/énd disjunctive components of the purohit-jajman relationship

have beén brought above. The theory also accounts for the tolerant re- -
ationy of those being insulted, who, as mentioned aque, néver express any

ess of the songs is also an importany/factor in their
s-Pritchard has noted that: .

e withdrawal by society of its normal prohibitions. (of the use *
of obscenity) gives special emphasis to the social value of the
activity. )
) et
Z. It also.canalizes human emotion into prescribed channels of ex- .
prassion (1965 101, quoted in Turner 1969: 92). -

.

With regard to the first point, the villagers themselves recognize the inte- 1”,/’
grative effects of gZZZ, as noted above.' The second point is also appli-

cable here. There is obviously a great deal of tension inherent in-the

s wedding. Apparently the songs not qnlyudetqr socially'dysfunct{ghal—channel-

- . ing of ‘energy, but they also, provide catharsis to the singers. -
- y . :b . ' - .n S ) ‘
The plight-of the bride. « . @ T .
v kA ' A S ' ' ) N
. " . Throughout the vivah, the bride assumes a flexed, stooped posture. When
she moves to and from the mandap, she must be assisted by the barber's wife. -
Her sari is pulled so far down ovér the face that it is completely hidden to .

-onlooberé. These factors all symbolize ‘the new roles which the bride is
assuming, roles in which, as Karve has said, she is nearly a non-entity. As .
explained in ‘the introductory sketch of social organization, the-passage of
a girl. from daughter to wife involves exchanging independence -and af fection

- for strictly delimited freedom, deference, and rivalry. .The bride stero- - - .
typically resents these imposed changes and feels humiliated at having been -
‘manipulated. - ’ -

[N

o -~

When I asked people why the bride assumed the flexed posture, they said ;
" 'sarm K vajah se¢ ('because of humiliation'). The songs sung as ‘the bride is
.« being given away by her father enfinciate these feelings. Her anger and |
g sense of betrayal, for example, are revealed in this song: "Oh, fathef{ has
taken great advantage of me, Mothen.,a>. - ORh, hoWw can I' curse +him enough,
Mother?", and also here: = ° ’ ' ) -
Oh, I call grandfather himgelf; he dqes not speak. N .
Oh, grandfather forces the groom. to apply vermilion. N o
Oh, father's brother forces the* groom to apply vermilion. . . -
(My) brether forces the groam to apply vermilion. .

s’

.

-, 0 *

.The bride's huymiliation is also expressed in another song:-
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Murugan is a very popular god in the Tamil-speaking areas of India
today. The manyageférences to Murugan found in the earliest litezature of .
this region make it clear that he was also a prominent deity in earlier
times. He is the object of many contemporary festivals, and huge.numbers
of worshippers make him the'‘focus of their personal devotions. Indee
pilgrimage to and worship at Yurugan temples have increased rapidl

Tecent years. The deity's current popularity, however, cannot explained
by an upsurge of regional sentiment that has taken some anciefit god as its
symbol. Rather, Tamilnad has exhibited a continuous tradifion of .Murugan
worship in which repeated cycles of excitement can be eBserved.

>

.. , Most Hindu gods have many names. Known &lsefherejas Skanda or .
Karttikeya, the speecific term Murugan is fou only in the South. Despité
the differences in nomenclature, however, is deity is known everywhere: as
the segond son of Siva, theé younger brotker of Ganesh, and the beloved child
of the Krdttika maidens (the Pleiades)’Who raised him. Admittedly, Murygan
is better known in South India, whepf his worship ecan be seen everywhere,
In the North this deity is not comﬁgﬁiycfeund_in72§gg;g§, though his.myth=—"""""

ological ihportance is 'certainly pan-Hindu.

, .

- ; R 3
. One of the most interesting aspects of the South Indian Skanda (as

i

opposed to_the Northern version).is that he has two wives. The first, T
Devanai, is known in both North and South. But Valli, his second spouse,. ///

Southern temples Murugan is commonly depicted standing between his two
‘wives3 with Devanai on his left and Valli on his right. In poster art
the pattern is similar, - popular iconography shows Murugjh astride his’

is given prominence only ip the Tamil and Sinhalese-speaking areas. ‘17211\‘N\

peacock mount, with his right arm around Valli's waist d his left arm ”
around Devanai's. Since_right is genrerally more prestifious, the normal
.ranking of first and second spouse seems to have been reversed.? In the
early literature,, pre~dating- any extensive.Sanskrit influence, Valli was
Murugan's only wife.3 And if one is to go by the devotional literature, she
remains hds favorite wife to this day. Perhaps this“favoricism, added to

the weight of Valli's historical claim to priority, explains this sur-
prising arrangement, s '

The poem which followg is a good example of the extensive local litera-
ture that has grown.up around the” Murugan-Valli love story. In some )
ways, this literature can be thought of as the Tamil Saivite equivalent
to the better-known Vaisnava litgerature treating Krishna's romance with
Radha. Valli is second to Devanai very much as Radha is second to Rukmanii.
And yet it is Valli, just as Radha, who has become the subject of a great

-
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is found in other of the women's songs: the one in which the barat is de-
picted as thieves of mother and daughters, the one containing the call to
shoot at the Zarat as it crowds beneath the mandap. ‘
The identification of the groom's party as the conquerors in these
songs, and the singing of the songs before the groom and his party in the
mandap, emphasize the role of the groom's family as dominant in the wedding,
and the ascendant position in the marriage alliance. “

Swmary.

The wedding is the most important event .in Hindu social life. * I have
shown how women's songs are integral parts of the yedding rites, how.they’
provide unduplicated meahings to the rites, and how they reflect social
Structure and shape social organization in their singing.

The wedding song texts which have been presented reveal a wide variety s
"of themes ‘including: (a) descriptions of the ritual activities themselves;
K (b) descriptions of marital situations; (c) political concerns; (d) myth-
ological persons and events; (e) obscene insults; (f) réactions of the bride
+ and her family members to her transfer to the home and family of the ggﬁ;;

and (g) concern with Rajput origins ahd the Rajput martial ethos.

The hierarchical principle which explains much-behavior in this society '
pervades music as well, and is often an-underlying theme in wedding song
texts, alluding in some cases to the asymmetry of the affinal relationship.

The singing of the songs in the rites' performs several important
. functions: it contributes to the control of inherent conflicts in affinal
and purosit-jagran relations by symbolically recognizing oppositional and
unifying forces in the relations; channels what might otherwise be dys-
functional emotion; and articulates stereotyped emotional reactions to the
rituals themselves and to social changes resulting from marriage, thereby
easing the adjustment of all involved to the new situation. ’ .

a I3 * .
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R \’ .
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NOTES

1. The rgsearch was supported by the National Institute of Mental Health
Predoctoral Fellowship 1 FO1 MH48987-01 CUAN. I am also indebted to.
Dr. Prem Lata Shatma and her co-workers of the Department of Music-
ology at Banaras Hindu University'for their affiliation amd guidance,
and to the villagers who assisted with the colleetion and transla—
tion of songs. Thanks are also due to the'Asian Studies Center and
Department of Anthropology at Michigan State University,

< 2. Thé.last sentence paraphrases one of Karve's (1965). This discussion
draws from Karve at several poirts as well as from Vatuk (1971).
e\ L
= 3.. LA fajman is a l'andholdet,.who "employs" various pariunia: usually a
Brahman -- 'priest;' Dhobi -- ﬁclotheswasher;' Lohar -~ 'carpenter-—
. blacksmith;' Nau —, 'barber;"' and Kahar -~ 'water carrier.' Compen-
satlon includes shares of harvests, and coeked food, cash, and -clothing
‘on major festivials and certain ceremonlal occasipns such as the weddlng
- 4. The chief ingredient of _tnang is cannabis zndzca, the South Asian
variety of marljuana.
5. As is the case with many of the rites, the name of one central item in
the rite is used to refer to the entire rite. This is a kind of mento-
nymy. ° ’

’

6. A small double-headed drum which broduces a steady rattling sound.
7.  Zucchini squash. The possiéle sexual syﬁbolism was not mentioned by
informants. .
8. The departure of the bride to her husband's home for her first period
. . of residence there. ? o )

. ) R

9. A long, slender, light green cucumber.

Fl

10. A kind of druﬁ‘commonly uséd in Hindusthni-classicalymusicl
’ i+

.

11. Aldouble reed wind instrument svunding ’somewhat)like an oboe.
12. £ large green squash about five inches in diameter and sixtegn inches
long " . . i . ©

‘ [

13. Lal is a term of endearment which a nother uses to address her son. It
- @ © 1s also an eplt\het of Krishna. | e .
- 14. @#eculea cadamba. . S J AN

15.  Meaning unknown.

»

4

o

16. "Many of the 34,000'Indiap e rants to Surinam were from thi's (thé
Bhojpuri-speaking) region. ArVa's work, Ritual Congs qnd Folksongs of

. ‘ N
\ .
- ~

Q . . e -

i
4
*
D
)




- .
3

e dindus of Surinam (1968) includes texts (prdmarily of.Bhojpuri
songs), some description of the ritual contexts in which they are
‘sung, and discussion of the continuities between cert ain formal--
aspects of the song texts and Sanskrit literature. I discuss Aryats
interpretation of the ritual importance of song later.

. ¢
A large circular brass tray in which food is served.

18 Wife of a'Koiri ('vegetable cultivator caste').
. .

+ 19, Name of the bride. -

20. Wife of a Teli ('oil presser cdste'),

he process of purifying an area of ground or floor

with cow dung plaster, which picks up 'the dust and
ifies the area. . -

21. This refers to
by sweeping j
> ritually p

. -

22. My regular informants could not comprehend these utterances which’

I ihadvertantly failed to check with the original sipngers.
-
23. Literally, 'juicy.' According to the native esthetic—it might be

crudely translated 'heakthy-looking and vibrant.'

*

. 24, Forehead ornament worn by women.

» : Y
25. This song is’also used to invoke supernatural entities by the ogjha
. -+ ('shaman') in the curing and divining rites he performs. In'this case
~N - the spirit invoked is an aspect of the mother goddess, \\

26, The'tree neculea cadamba.
[+Y

'~ / :
27. "A good and virtuous Daitya king," who among other things defeated
Indra. PHe was the son of Prahalad. (Dowson 1972: 42).

4
»

- e . ’
28. A kind of plant unknown to informants. i

A

29. A cauk sanctifies the ground, converting it into a sacred place far
the duration of thg ceremony (Arya 1968:. 14y, . :

.

pes

’

30. 4 man's skirt-like&éarment, part of which is passed between the | -
thighs and tucked in behind. T oy ! T

31. Grahan (the Hindi#word for"the Bhojpuri garahanava) tefers to the” =
eclipse of sun or moon which is, according ¢o my thology (the.Viggu -
Purdna and perhaps elsewhere), the seizure and swéllowing_bﬁgthgn§un S
or moon by thé&demon-god Rahu (Dowsdn pp,” 114: 252-53). My infbfﬁgnq‘:
suggested that kast ('distress') was the gloss needed dq’ﬁb%%-gon;ext.*_

!

ve

- .
v * *

P . 4

. 32, Amstsnyhud jolyhsmus.
. : . N -
* ' 33, .The pArr of

' ) g

P . °

<

8 . -
the sari used to cqver
“ ¢




} -J_/ .
| 34. The blouse-like garment worn underneath the sari which.covers the -
breasts and leaves the midriff bare. . -
. 35. Whe lower part of the sari. - . cj‘\
36. A bathing spot on the _Ganges in Varanasi. ‘
‘ .’ 37. There are a great variety of songs and melodic'and_ textual variants
i even within a small area, e.g., 'a block (the smallest governmental
- administrative unit),.and a fortior: an amazing abundance of songs _
| and variants within a district.
} 38. The hyperbole with which these subJect:s are treated in the wedding )
‘ 6f Sita and Rama, as depicted in Tulsi Das' ‘Rcmayana, the Ramecaritmanas
| are indicative of their importancd in the folk mind. The Ramayapa is
| * the best~well known. epic in India.
AN
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c

Translated with the
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Murugan is a very popular god in the Tamil-speaking areas of India
today. The manyageférences to Murugan found in the earliest literature of .
this region make it clear that he was also a prominent deity in earlier
times. He is the object of many contemporary festivals, and huge.numbers
of worshippers maké him the ‘focus of their personal devotions. Indee
pilgrimage to and worship at Murugan temples have increased rapidly-in .
Tecent years. The deity's current poﬁularity, however, cannot explained
.by an upsurge of regional sentiment that has taken some anciefit god as its
symbol. Rather, Tamilnad has exhibited a continuous traddtion of Murugan
worship in which repeated cycles of excitement can be ebserved. °

.. _ Most Hindu gods have many names. Known &l herejas Skanda or
Karttikeya, the specific term Murugan is fou only in the South. Despité
the differences in nomenclature, however, is deity is known everywhere- as
the segond son of Siva, thé yoynger brotifer of Ganesh, and the beloved child
of the Krdttika maidens (the Pleiades)who raised him. Admit tedly, Murygan
"is better known in South India, whey®e his worship can be seen everywhere,
in the North this deity is not comﬁgﬁTy=found_in72§mples. though his..

ological ihportance is ‘certainly pan-Hindu.

. One of the most interesting aspects of the Sguth Indian Skanda (as
opposed to the Northern version).is that he has two wives. The first,’
Devanai, is knawn in both North and South. But Valli, his second sEouser
is given prominence only ip the Tamil and Sinhalese-speaking areas. I
Southern temples Murugan' is commonly depicted standing between his two
wives, with Devanai on his left and Va}]li on his right. 1In poster art
the pattern is similAr, ' Popular iconography shows Murugdh astride his
peacock mount, with his right arm around Valli's waist Ejg his left arm
around Devanail's, Since.right is generally more prestifious, the normal
.ranking of first and second spouse seems to have been reversed. In the
early literature, pre-dating- any extensive,Sanskrit(influence; Valli was
Murugan's only wife,3 And if one is to go by the devotional literature, she
remains his favorite wife to this day. Perhaps this“favoricism, added to
the weight of Valli's historical claim to priority, explains this sur-
prising arrangement. o '

3

The poem which follows is a good example of the extensive local litera- -
ture that has grown up around the” Murugan-Valli love story. In some ’
ways, this literature can be thought of as the Tamil Saivite equivalent
to the better-known Vaisnava liggrature treating Krishna's romance with
Radha. Valli is second to Devanai very much as Radha is second to Rukmanii.
And yet it is Valli, just as Radha, who has become the subject of a great

g -
4 J\ . '
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profusion of popular poetry, dtama and dance
the case of Devanai),
with her relative prominence in 1conography?4
will be raised again in the conclusion.

\

Why, however (at least in

do2s a lack of emphasis in the literature centrast

This interesting question

> v

There are a few further introductory points to be made concerning
style, authorship and audience The poem itself is available in cheap

paperback format.

It was published by a firm in Madras city that devotes

itself almost entirely to folklore and various other agpects of popular
culture It is the kind ¢f pamphlet sold by itinerant merchants who
travel from one festival sr fair to another throughout the South. Some-
times such literature, cf which this pamphlet 1s cnly one example, is also
found in bookstalls near popular temples or in the smaller bookshops’ in
cities and towns This particular edition sells fer 75 paise or three
quarters of a rupee, while the range of .cost for devotional pamphlets is

”

[from ‘about 10 paise to two rupees.

These 'books' are generally not found

"academic"

in larger, more

bockstores partly because of their low cost

and partly because of their "popular' natuze .

. The company which' printed the particular pﬁhphlet translated here
would not divulge the precise source of its manuscripts to this author.
Repeated ;nquiries uncovered only a vague statement from the current man>
ager , He says that his ccmpany has .inherited a. large body of materials
(on palm leaves) from a deceased 1ocal pcet and that -they have been gradually
rerssuing the works that wére in his library. A close comparison of other
materlaL,prlnted by the same -ompany with oral versions tape-recorded~
directly from a still- ~practicing {and illiterate) bard in the Coimbatore

District yields very extensive paralleis.

Hence we may suspect, that this

poem,

as the other things published by this company, bears a close resem-

blance to the extant oral tradition more generally.

‘The verse style used 1rthe poem 1s not sophisticated. There are
gramma01c31 irregularities, as well as some spelling mistakes and missing
words. The ideas are scmetimes not stated very clearly, and there are
numerous insertions of Sanskrit words where Tamil ones would have done

at least as well
not of a scholar.

In all these ways, this poem appears to be the work,

but cf a lecal poet,

In its initial praise of Vinayakar

(Ganesh),

Saraswati and Krishna,

the composer has followed a standard and

very rraditional

style

In the*dialogue of the middle section, however,

the work becomes much freer in form and mcce colloquial.

The entire story

is tdld in a poetic metre, set by thé bard in the fourth line, where he ~
begins with "a?ag tana . . . ¢ .

The work also includes a considerable amount ot information on
and social custom. The importance cf personal ancestry is stressed
the 1mportan;e of whom one eats with  Murugan, for example, at one point , -
tries ti calm Val]: by saying, "Have you ever seen me eat in anyone else's
house?" -There are also references tu dowry, to material comfort, and to

caspe
as iy

" cleanliness as addit icnal signs of sccial rank.

LJFurthermore,

there are

certain assumptions made about the position of addltluna} wives. Early
“in the poem Murugan openly tells Valli, "she [Devanai] became wife
, before you did Belug*gfllte to her is the right thing for my do do. , =

Q . . ’»/// 9U l / )




Diplomatically that is cvrrect and, moreover, for (smooth) family life

that is the correct way." Valli knows that her status is secondary and .
accepts it. . Al]l these themes we know to be in accord with current social
custom, '

’ .

This poem should thus be taken as oneckxamplé of the very extensive
body of literature in Tamil that exults Murugan's courtship with and
marriage to Valli. Such printed poems are read mostly by local devotees,
However, a work like this may also be purchased by a practjcing bard, or

. by the organizer of local drama troupe. Such a person would use it to '
brush up on details and might later “incoporate -whatever appealed. to him -

into his own live performances. In this sense no firm line between aral . "
tradition and this kind of recorded literature can be drawn.

-
- .
’ f L4
1 »oy -

On Murugan - ’
In Ecstatic Praise

: - 7

. . In Praise of the Guru (Murygan)
Let the great ferocious elephant-faced god with five hands . 8 -
Protect from obstacles and enable Cittiyananta to sing in gindhu
The praise of Murugan who rides the victorious peacock.

v o

Ecstatic Refrain

Tanaw, tara vanta nand -- vanta tana tana natenta nana,

The Poem

[X4 4
. .

© Murugan, full of praise o
: Lives in the hearts of Valli and Devanai. B
The woérld praises him forever. i ’ N

BytVinEyakkan's grace obstacles are overcome.
» S0 as to reach Him who climbs on the dancing peacock,
May Murugan's grace be enhanced by this song of praise,

¥ Let Saraswati lend me poetic style,) . .
I ask for Saraswati's blessing of my song
.. So that I can reach the feet of Murugan.
Let all the capable bards of this warld
Gain success through their praise of Murugan. | : ' P :

This song is recited with the grace of Krishna’
For Murugan, whose fame spreads in all directions and forever.’

[pmission of further lines of siqple praise.])

;

Aruitoxt provided by Eic:
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. Valli saw Murugan and said, ~

“Murugan answered,

4 . /

‘After bathing in the Gdngésg
Murugan took the sharp val,
And eagerly searching for his Kuravar flower,\\

Went into her house.

’ .

. '"Wel husband." . , N
~ e tome my husban ‘ ‘ T“‘\\S

And with hands like those of a red lotus 'she lovingly embraced him.
She put his ornaments back where they had slipped to one side and said,
"You are very sweet to me, and pleasantly unpredictable’ too.

You have taken pity and faithfully come to me; :
You are the pearl which your mother bore;
You are my king.'

- .
-

~

As the lady praised him like this, he responded,

""Honey, beautiful deer of the upland forest." -

And he embraced Vaiii.

Looking at her he said,
"My sweet-voiced lady, w1th a tope more lovely than a calataram
. instrument,
Oh you with eyebrows like Indra's bow,
You who agreed to marry me,
You who are a good companion for Indra's daughter Dévanai,

I have stayed too long. 2
My lady DevEnai,will be searching for me, .
So please giye leave to go:" .

, 1 4

The flower-like Valli said,
"My master, thé 2t 1s a lot of hqllow praise. -
What kind of talk is this about leaving me? ’
Go and order that woman (but don't order me.)
Do you have no courage in her house? : .
If you stay here for two days, what will you lose?’
When you are in my house, why shquld she searéh for you7
I can not bear it. ..

Tell me the truth."

+

T "Valli, my dear, " -

If 1 "stay here, Dewanai's serwvant ladies, not knowing where I am,

will search everywhere, , - 2
So }eave‘he to. go. »

V3lli, whose waist was as thin as a bolt of lightning, responded .
"My lord, what is your hurry? . -
You could stay *here tonight and go tomorroy. ‘
I will not let you go at.any cost, s ’ {
I will hot leave you. .
- I am not afraid of your first wife. '

. - , . 9Y -
. . \\\\ .
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Let Devanai search and come here."
She said “that and extended her hand, hoping he would take itc. >

. -

But even without looking, Murugan scolded her saying,
. "Why should you by angry? o
' Even ten million ladies cannot equal Devanai. . b
Of my own accord IfPgvored her with marriage when she was of the
°  right age; ' :
And furthermore, she begame my Wife befoTe you did.
For these two reasons being pol#te to her is the right thing for

me to do. . .
Dlplomatlcally that "is correct, and moreover, for (émooth) family ‘
life, . P o N
. That is the correct way.: : -

Devanal, not knowlng I am here, w1ll be searchlng.,
Let me take leave." ]
/ On listening to th1$ our flower—like Kuravar lady was shocked, and in ;
anger said, '
"Haying come from a rich family, has Devanai become your favorite

I only a kept woman who stole into her life? "
+ Did play a foul game’ <.

« Did you marty me without the knowledge of ‘others?

Do the people of your caste humiliate you (on account of me)?’ N
Why do you ‘come. gtealthily to my house? . ‘

Has not Devanai known about us from the very beginning, :

4 when youw’ lovedwme very much and came to see me? .

Ask Narathar,l2 brought you to me; ' Ll

He helped you in theforestnear that lake frequented by bears
and tigers.

Ask your hrather Banapati (Ganesh); ) '

He will also swear on the legality of our marriage .in’ front of"
Siva's temple, .

Just because you married Devanai in Siva's temple,

Does this make het special?

"¢ 99 Did I not also do ,penance for you?" TN .

|

To this Murugan laughed and said,
"Do .not shout like'a culprit

Do not try to hgde r dirty Kuravar caste background T
. Oh girl of the bee caSte,13 it is not proper to talk against )
your husbéand. .

Who came to you,in spite of our telling. the world that having .
two wives ‘s incorrect.
Let's stop; 1'11 coge bagk
As he said this she jumped in his way and said,
"Why do you speak with such harsh words?
"You may leave only after explaining this to me,fwa
You'll see my clever:%ess now." : / .

!

1

She tied up her sari, as if for a fight, and‘lovigﬁly approached him;
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-Valli replied,

" Murugan replied,

.
.
4 >

.
.

On seeing this Murugan said,
*  ."Stay away from me; .
" I'll explain.” . :

** "§hat is there to explain?
- I have known all along.* :
All right, let us see what happens from here on.
How wise you are we will find out . , .
When we ask the gods in aﬁfembly."

- ° -

"Well then, you try it in the court of the gods, ' ’ )
The gods know all about your family's status

and about the fields where you lived.
Oh beautiful painting, you ask for my guarantee.
Do you have a written guarantee to show me?l4
I will not write any agreements;
Valli, I will not run behind you to do your bidding.
Do not try to push me aside and bypass me."

VaXli replied,

"Why are these hugs and kisses bitter for you now?

When we were alone in the forest in the evenings,

You used to look at me and say,

Your lips, are they sweet honey or a sugar crystal? )

Did yoy not say all these things (to me)? - / . . (

Has the old sweetness gone now? : ) N

Has your first wife become (sweet like) sugar now? e
Why do ‘you scold me, my lord?

Why do you insult my caste?

Did my father~disturb your peace?

Did ‘our caste people eat daily in your place and ruin you?
Have there been any complaints about us?

My lord, is there any caste which does not have shortcomings?,
Apart from the ornaments my father gave me on the day of our

‘ marriage, :

Do I have, any of the other nine gems to decorate my rudrakshal 1>

-
]

,As- the lady said these things Murugan answered,

"How_come you talk so much? .

What shortcoming do you see in my caste? 16

Do not talk as if you were the daughter of Kubernan.

Do not mention to others your father's wedding gifts.

Do .you think the people in the assembly do not alread» know?

Does not the whole' world know about it? -

Apart from the dress you are wearing did you once ‘have anything else?

Apart from tarnished copper plates and blacék beads, what did
you have? M

When you followed me, you did not have silk clothes.

You, had a d¢gess which was not washed by the washerman;

Your hair Wad never seen oil bought from a decent merchant.°
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Your body was covered with dust as thick as an oil cake.

Because of- rolling in the forest your body was scratched by
thoms and: twigs. )

You were always eating twigs and roots;

Did I not know your status even then when you followed me?

You came as soon as I calded. .

I gave you nice ornmaments, beautiful clothes, a pearl-like palace

-

"And assigned you lotus<li} rvants to do your bidding.

I believed you and did all thig. ) . o -

You have forgotten all that and are insulting me without con-
sjsideration.’ .

Don't'say things without fully understanding (my position)s

What sort of foolishness® is this? ‘ .

Being fully aware of the ways of Kuravar peo le, (I say the

. following): ) 19 ’ Bﬁ\\;hh ,

They drink carayam and kaLlu™~ and will fight anywhere; -

Without any sense of decency they make noise and mistake cats
. for npisy rabbits;

They kill and eat them.

These are the things and learnt in the Kuravar's hovels.

At this Valli got terribly angry and said, ¢
"Is it correct to speak in such a pompous way?
Who is the one who eats bones and other things in the crematién
ground? 20 .
Who ate the leftovers of Kapnappa Nayanar?

Did not Siva kill a young boy as food?21 . ¢
Have you lost your senses? . ) ) .

Oh my lord, who is praised in all gight direction,
How could 'you agree to marry a girl from the Kuravar caste?"

Murugan answered, . Fa
"{he Kuravars arg overcrowded'becausg/éf their big families;-
They will borrow if they don't have cash,
They will take loans, ] k
And in pledge a man will give his own wife; - _
And the Kuravaf who acgepts the pledge will beget’ five or six
' children on her. . -
The Kuravar who pledged the Woman will later.return the money
And get back his wife along with her children; . .
And the wife will return as if she was a chaste woman.
. Does such a thing happen anywhere else in the world? .- v
" Oh curvacious Valli, is there any insult worse than this?"

fter the peacock-riding god had said this, Valli replied, -

"My lord, you are insulting me as a Kuravar lady. . -
Through the sage Agastir I know a little about you too.
Did you forget, or did’ you never know? , 29 .
Did your father not marry the daughter of a hunter?"
Nandi has borne witness to the fact that your Siva, with great -
pleasure, carried a woman on his head.
I will not' speak unjustly.

\ . /

\. ' . . ’
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The whdle- world ridiculed your father 2 .
For lifting his goat's legs (alternately dancing legs), ' -
Did not your mother have a- shepherd lover?2
The ignominy of your mother's brother, on account of his
thousand eyes, 26
Was itt not b&cause of his lust for a woman.
Is it not because no one would give a girl to your brother N '
. that he, of big stomach, sits on ‘the riverbank?2/ .
While your brother was playing on the drum, Lt
While your brother-in-=law was clapping in harmony,
All the gods gathered and were laughing
. While the Brahmans and the ladies were feeling shocked; 29" .
+ Did your mother not dance in front of the gods like a prosdtute?””
Oh lord, who blesses the poets, will not those who learn of is ]
< | laugh9 30 - . L :
) Did your father not run in’fear of Pasmasuran’ v B
Was Siva not left without wealth? ) . ,
And did Mfe fiot become a beggar? BT
Oh you, who' blessed A(gast:ir?31 ) ’ )
Mufugan replied, : S ) ‘ '
"My loving Valli of the South .
You are a thief from the Kuravar caste who is robbing this area. ,
Knowing the Kuravar caste, I am going tb tell you about it; listen:
In a festival where people are gathered in great numbers, o
When all the noisy people are sleeping.
/// Without any guilt feelings,
The Kuravars will lie with the crowd.
- And without sleep they. will remove people's jewelry and r
On seeing this the wealthy people catch them-and. tie ‘them by
L .. their haix to a pole; - / . \
C o They they will remove the female' s sari aég beat her severely.
Even then the Kuravars will not agree to eir guilt, )
* They are not ashamed of being beaten.', S~ e e S
‘.
.Valli answered the lord saying, » ( —
"Oh peacock-riding lord, worshipped by devotees, °
I will tell you about the greatness of your caste.
I will didentify it, listen:
Who is the one who lived in the hamlet of the shepherds
And stole butter from their pots?32 33 . Lt .
If someone mentioned the fact that Yasoda, aleng with other = . A
P women, saw this one day : —
. And that she tied Krishna to a grinding stone with a rope used T
. . to tie cows, - ’ i
Would this not make™you ashamed? .
. Did he'not steal some ladies saris once? ' 34 Coe )
‘Qg— In a fierce battle, did not Krishna graze horses for Vijayén . . .
- # , And did not Krishna accept all the gruel that was given to him N
And graze the cows of the town? : e e
A In your family there are a lot of ridiculous incidents; . , !
i I am even embarrassed to narrate them. . .’
* ” * oo PN

. | 101 L
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On listeningte this, Murugan\stretched out his hand and said,

"Valli, in your mountain country -
“This is how you build, your house: .
You just set two_plllars upright’ and-tie them together with ropgs;
To prevent’ the rain from soaking everything, you put bamboo

branches on top.
There are no side walls; \
One cannot sleéep well because ofd/he contlnuous burmuring;
The goats will be.grazing inside~and cauéingja nuisance.
Even five people will'not fit in such a house, )
The front door W1ll never be closed.
Even ff-you try to ¢lose the door,
There will always be a‘leak or two in the ceiling.”
Things you have never wanted, you will find them in such a house
X And the lamp there, it will be barely visible. )
< You can never beljeve such a house;
You can never make such people sit in one place;
They will always.be doing- something annoying.
\&hey sing their Kuravar songs and accept gruel for that.

Their rellglous devotidn is stored away in the attic; .
They do not have _any 1nhibit10n." ’ . ///’/(T/’ ,

—_— TN

>

As Murugan said this Valli answered,
"The Kuravars have a small hut for themselves;
They live on their owm.
No one can find fault with that,
But you do not have a place.,
You keep running from mountain to mountain;
You do not even have a half a p%nny.
Since you have no way of building a house to live in
And because you suffer from the summer sun, the rain and the cold
The people of the world take pity on you -
And build a nice temple for you.
They make gold ornaments for you;
They consider you as Vadivella35
And keep you in-a sacred place.
This is the good work of your devotees;
It ,is not correct that you are in a beautiful temple?
' Yet the chariot, the elephant and the horse.are all borrowed
All the ornaments made of the nine Jewels that are on you are
borrowed.
“Are not all these things the _property of others?
Do not’ think unnecessarily.ofthumiliating the Kuravar's homes.
- Is got all ‘that you own a single victory spear?
Wha&bother wealth do you have?
- Maccamunni3® ‘has spoken through the Vedas about your Lroup’
Listen to this: 37 {
Your cross-cousin is.a learned Brahman;
Your motHer's brother is a fellow who tried to measure the
world;38 39
Your mother was & milk—vending Badayacci 40
Her dear brother\was raised by a shepherd "t

: /,4 ! "\

’
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Your graEdfather was a fisherman;41 42
Your general was from the fighting race; .

When did a king give birth to you?43 ) '

‘Your relations make up an-ill-defined group; .

They come from a mixture of castes.

If I had known this before, would 1 have accepted you?

Could anything have been done about it? . .
We belong to the Kuravar caste. 4l i
What sort of intelligent act was it thdt you-came ta.my parant’ ) “
And bragged that you are a Pantaram?

Have you forgotten that you begged me for some > millet flpur? ‘ “
Had it not been for the fact that “‘Uhchanged your appearance
completely -

. - And came as a mad elephant who had 10st. his way,
( I would not have yielded to youn falsehood.
. You came to me as a hunter and begged me and said you yere tired; .
~ You speak to me like this only after you have achieved your purpose..
Did I come voluntarily? _
Your words dre deceitful ’ ' -
Even if iy is the kali yuga, you should not go back . '
On thedpromises you so tirelessly made.
My.loxd, who was conceived by my mothér-in-law .with golden legs,
Whén I-ask you to remain with ‘me every day, ' 7
Is7it prdSEr\tg\iasulg my caste? ,
The world will not_accept it. 1
‘Dévépai has told ;beggiinsult me like this.
Somehow some rascal had-told you all these lies.
There is no'place in the world you have not been. )
Who, has poisoned you like this?
Did you not catch the names of the ladies who told you all this? '
Tell me who gave you a feast7 R
Just wait awhile -- N .
I'1l bring her here by her hair. ) S
If it is not due to being poisoned,*® -
Then you would “mot reply to my questlons like this.
Oh my maids with pearl bracelets,, - 46 \\_///j
. Go,and bring him of the pearl lingam.
It appears that-Murugan has been drugged.
My husband needs a little check-up."

&

-~

replied softly: -
"Why are you unnecessarily worried? - Toos ’
Have you even seen me eating in‘ somebody else's house? ’
Sweetheart, since you wemt. against my orders and answgred back, ’

. I have scolded you and nothing else. ~, ‘
- Oh, my beautiful peacock s tail, would I speak harshly? . ’
Valli, my lady, don't worry. ) - L2
As'1 said before, and you know very well, ° v o
I will go and come back. C. . - ) .

Valli, I will show my pre'kence here daily.

. .
. . . .
" . v/
1 i 1 7 -

N » . v . . oo

N X r . '
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While I elling you all this,

) Searchirfg for Murugan in the temple and not finding him,
K . Devanal will be sad and will be saying: . /“\\
{ . 'Ladies would you please go and search for Murugan who
v {7 went to Manikagangai and has not come back;

Go and come back here ‘immediately."
—_— The servant maids will all go and search for Murugan at Manikagangai.®
They will ask,’ 'Did you see Murugan’
The lady with the forehead shaped like the half moon is
searching for_her lost husband ,
Oh munivars, did you see our Murugan?

Please tell us. - ' 4
Oh people who have brought gifts, ]
Did you see_ the'husband of our beautiful Devanai, o

Who came to Manikagangai for bathing? .
Did <you see him here? »
‘ Where else, could we look?' -
The servant maids search all aleng the river,
While the temple. servants gearch all through the streets.
On seeing these longing people and knowing by her mind reading
where her lord is, .~
Devanai will send an army to find me and take me home.
Oh lady with a lovely bust,
Please give me leave."
As he said this, Valli was:;érprised and laughed. She answered,
"I will beat the people who come in search of ou. .
Even if that Devanai comes, I will fight with her. >
\ What right does she have to search fot my husband?
You are asking leave to run away,” ol
Lord, what is this all about{/

«

|l
N
/

To Valli, who had said this, MMrugan responded by approaching and flattdr—
ing her by saying, : 2
"My own deer,
Don't unnecessarily become cross with
Would I wrondyou?
Lady, don't worry.
Would I forget you? s
I will go now;
" Valli please understand and give me leave to go to Devanai.
Say"that with your own mouth, and,say it with pleasure?"

When the spear-carrying one begged like this, Valli was very pleased
and said, .
, "Oh spear-carrying god whom the Vedas praise,
“Oh my lord, one with honorable qualities,
Go without sadness, .
You worthy son of the Lord (Siva)." ) “

Saying this, Valli walked with the spear-carrying lord (to the door).
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The lord, elegant’ as a painting, went (out) and here the servant maids
who had ;9me looking for him prostrated at his feet.
On seeing this” act of reverence, the spear-carrying lord was overcome
- with feeling;
He saw D&vahai in front of him and ¥ent to her saying boldly,
"Ohéwzgan why* should you search for me?
/ * I wént to the house of Va111,
lady with lotus legs.
,giylady Devanai, ° -
| How do 'you explain searching for me’" i : ;7 i

| The lady prdstrated at the floyer feet of Murugan and said,
- . -/ "Oh my husband who has thé praiseworthy spear,

} . Is this7the only thing you have to do daily? ’ -
| . , Oh lord, how come you have so much love for her and not for me°
Is being faithful (towards her) an undying feast for you?

Do you have 'to go to her house daily on your own accord?
Because of.you therg/has been only humiliation here.
Even if one d%viatés from the caste rules ‘
. And marries in a low Kuravar group, * ’
: Must a yogi fall from his dignity?
If you go often ‘to her house, she will talk to you happily;

‘ But she does not'even belong to a high class.
’ Since Valli belongs to the Kuravar caste, I can tell you this.
Believe“me, ’ o i N
o A

- Are you enchanted by the love of Valli? .
~ Are you so overcome with joy that you are not able to shake
yourself out of this? . -7
Engrossed in Valli's love, you are speaking (like this) ’
Which fort (of yours) have I taken that I have become a burden

to _you? - . -
Will not the world notice the (lack of) eagerness with which you

Y¥ou have lost 311 you possessed (by this).
My lord, you went there to eat Valli's millet flour. N
Oh young lord who has the blessings Of Lord Siva,

. ' come to me?
| I do not ynderstand your®mind."
|
|
\

l As shg,said\zhis, our six-faced god convincingly replied, .
"My dear, ' )
I had your promise and only after that I married Valli and brought
T her here.t _ N

Honey, thege, 1s no pistake on my part. -

\ Do you. know this? h
Speaking unnecessarily is & nuisance. °
You go" home,"

. Our Murugan said this, climbed oh the throne, and with a cock in

. one hand, 48 our lord as pretty as a painting sat there."
On that day thousands of devotees came for tivartanar.
The devotees prostrated .and sang in praise ° . .
| And devorated the Lord ‘with garlands of poetry. / ¢
. - _
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As 'the lord sat on his,thtone a dense crowd gathered singing,
"Victory to the Lord!"
. The son of Siva, the six-faced god,
Y ‘ ’ blessed the people with love, saying
"Without bad fate following you,
You should all live happily." ,
* All the gods and human beings who had assembled there went back to
théir places (of residence). o ' —~ .
With the grace of Murugan who helped with this good Tamil (poem),
The yogi's prostrate to him daily and nothing goes unfulfilled.
Even if one mentions the name of Murugan, there wi¥l be no poverty.
Blessed be ‘the gods and the yogis; ’
Blessed be Vishnu, Siva and'Pgrvati;
Blessed be the orators and poets;
* -Blessed be this poem, which is about theé husband of Valli,
Blessed be Murugan of the spotted peacock. e

Let these blessings and praise be for the'.people of the cities all
through the world.

\ T

.

Blessed be Murugan forever, Co
He who lives blissfully with Valli “and Devanai.

Commentary (concluded) '

The above ppoem raises a number of-interesting questions about the /
.general position of Murugan and his wives in the Southern Saivite
;) pantheon. ' Why, for example, is Murugan openly acknowledged to. have two
wives? This is particularly striking since the god himself clajms that ’
he ‘explicitly advised his devotees that they should have no mork than
one. Why, furthermore, in a poem-that is intended to praise Murugan,
shguld he be described as having a bitter fight with his junior wife,
Valli? And_finally, why should Valli be given so much extra prominence
vis-3~vis Devanai in literary compositions, whereas in the icoﬁ%graphic
traditien Valli and Dévanai are always shown in pafallel and toget her? °
Theser three é@estions will be the focus of the following discussion.
- . - . :
, * In the text of the poem Murugan admits openly that he apﬁroached
Valli and requested that. she marry him as second wife, despite his havirg
told his own devotees earlier that they should have only one. A general -
explanation for this seeming inconsistency must certainly include the.fact
‘ that the gods of Hinduism are often depicted as great precisely because
“they can transgress or transcend the norms that remain operative for
lesser,beings. Why, however, transgress the particular rule of having‘g
single marital partner? The answer seems to lie in the fact that, for
Hindus, the love that exists betwéen man and wife is understood tor illus-~
trate and even exemplify the quality of love between man and god. Murugan
has two wives because the two symbolize two different aspects of such
. love or two different ‘paths to union with God. /

. -

2

To use Tamil words to describe this difference, the first wifg//// -
(D&vanai) represents karpu, meaning chastity or love' arising from -

" / .

o . 10¢ 7 g
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marrlage, hence social obligations and formal relatlonships in general.
Valli, the sgcond wife, on the other hand, represents kaZavu or-love before’
- marriage, hénce the direcﬁ,attalnment of a higher state of existence, with-
out regard /ffor restrainipg“social rorms.. Valli, the second wife (as De¢3na1
is quick to point out) is dadgerous to her husband's reputation.” By exten-
sion, shes can be seen to endqger the cultural order in general. ‘It is . ap-
propriate, for this reason, that Valli be of lob‘caste relative to Mufhgan s
first w1fe,50'and that her communlty be dyscrlbed as lacking in embarrass-
ment and in inhibition generally. ’

4 . .

P

¢ *  Another interpretation of the si niflcance of Murug n's two wives

" could be put forth. This would be to Suggest that the pr¥sence of Devanai
(a Brahman) a‘n Valli (a VETTuva) are intended to,convey the message that
the experience of love for godeis open to members of all castes equally, be

» they high or low. ‘This understanding of the threesome, at a social level, .
‘does not rule out the presence of a second layer of religious symbolism as
well. Any man may approach divinity through approved, ceremonial channels,’’
or he may take the path of direct, unrestrained affect ors passion. This
latter" opposition, which pertains to tlre human condition in general rather
than to a particular social structure, is the level of 1nterpretat10n dealt
with in this essay. If Devanai represents the conyentional, controlled,
ritualized approach to worship, Valli represents the path of ecstasy and
self-abandonment’. Self~abandonment, in Hinduism, is associated with lack

. of control, and consequently-with dangér and defilement in general. Hence,
the\apprOprlate choice of a low-caste female to symbolize this fearful yet
pleasureful and important type of religious experience.

’

Valli and Devanai, furthermore, are_said to have been younger and elder
sisters respectlvely in a former birth.”! It is well-known that younger
sisters can be given more freedom in their marriages tha der ones, since
once the first is established, the second cannot injure her reputation. The
marriage with D2vanail thus represents a divine state achieyed through re-
spect for the cultural rules. Marriage is symbolic of this more general
order It is achieved by respect for rules rather than by their circum-
vention. The marriage with Valli, on the other hand represents the direct
attainment of a divine union by a transgression of the normal rules of be-
havior.22 This sedond kind of love, or kalavu, 'may be the more attractive
and .the more engrossing of the two. But the second, by logic, cannot exist
without the first. One must establish what the social norms and &onstralnts
are before they can be deliberately circumvented. #

Secondly, given Valli's special, premarital love relationshlp with
Murugan, why does she proceed to fight with him? This seémingly surprising
aspect of the poem must be understood in terms of an explicit tradition of
praise-by-blgme that exists throughout Saivite devotionalism more generally.
The fight, in general, serves as a pretext for the poet to make deprecatlng
.comments about Murugan, using Valli as his spokesman. This pattem, parti-
cularly common in literature about Siva, involves the listing of rvardous
shocking traits in order to illustrate how far above the mundane human con-
dition the god in question really is.”3  In this poem, the blame- praise

> ) N
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$tyle.normally_fssociated with Siva has simply been transferred/fg\his '
son Murugan. Even in this poem, most of Valli's critical comments refer
not to Murugan but to Siva himself. The'éuggestion is simply that the
Qctivities of the father must necessarily reflect ypon the son. +Valli,
for ezample, complains that Murugan comes from a mixed-caste background,
that his father haunted graveyards, that he once demanded the sacrifice of
one of his devotee's own sons, that his-mother danced like a, prostitute,
that his uncle (Vishny) measured the world with his strides, and so forth.
All' of these actusati ns.fndirectly heap praise on Murugan by illustrating
his connection with his kinsmen's divine, rather tRapn human, activities.

- , I
The argument in question starts with Murygan's reminding Vhl;i of ‘her
low-caste background.G This gives Valli the 6%poF ynity to retort that he

is "even lower" than she 1s. He has no home at all, no vestige of selfa_
respect, and so forth. Valli can’at-least claim something, however small,

on these counts. Hence the maximum blame-praise effect is achieved. Murugan
is worse even than a low-caste, uminhibited woman. Valli is the ideal mouth-
piece for_such Q}ame-pra%se because she is of a lower caste tﬁan‘hig,prope:,
wife, Devanai. She is, hence, expected to be forthright and open~in her
expre§sions of emotion. Howevelr, there is even a third reason. It is pre-
cisely Valli's relatidnship to Murugan that is 9ﬁpposed to be unorthodox
and that is supposed to transcend the normal rules df decency. Certainty
an argumentative, blaming wife goes against the orthodox Hindu view of -

" proper behavior. ) S

\

»
.

It is also important to note“the theme of/hiﬁnéSS that runs through the
entire poem. Being demented or crazy is, of course, widely associated with
, . being ‘possessed by a god. And both are equated with a stata of abandonment
vis-a-vis an object of love. Hence Valli asks Murugan, ’Did I come (to you)
voluntarily?" And then later in the same speech she suggests that Murugan
must be drugged. ‘Deyanai confirms this state of mutual dbandonment, chiding
Murugan by taunting, "Are you so overcome with joy that you ar€ not able to
shake yourself loose of this? Engrossed in Valli's love you are speaking
(1ike this)." ) 7 . : . '
RN - Co :
This same ,idea of possession an? madness in the relationship between
Murugan and Valli .is fﬁguhe; elaborated by the seyeral references to thiev-
. ing and to disguise. M rugan twice calls Valli a thief, once referring to
thes habits of her kinsmen, and once to her direct action on his emotions when
he says, "You are thief from the Kuravar caste who is robbing this area."
Valld, in the,same yein, reminds Murugan/of his own use of deception pﬁen he M
came to her field hut to request shelter. Furthermore; one of Murugan's
- names, Kumaran, means equally "oracle" or "possession.' Indeed Murugan ggn
ber said to take on a form of disguise when he possesses a person, as fre-
quently hdppens in village ceremonies. Hence we can see the extensive y
associations of this particular deity with concealment.and masquerade.
e The_same tradition is also familiar to worshippers of Krishna, '
Vaisnavite poets hdve often called this deith "the thief of hearts.’
the parallel that will perhaps go unrecognized is the prominence of love-
tight in the descriptions of both?!Krishna's and Murugan's courtshfp. In
5 .
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In her anger on account of drowsiness she looked with a sup- N
-pressed smile at (him; her face) looked as if.a half of
the moon had-risen (above the sky). . Fal -
Radha be&an to bewail and speak to Madhava ’ )
Whoy' in youth, beauty} accemplishment or in any other quality, 3 ! “
15 .superior to me? Who is the girl who is/more accom- -
» plished than myself? - ' : ) .
. "1 -d¥ayed at MAthura." Then why did you not send a messenger? . 4&\
¥ "There I met some traders and fell asleep." Ybu;effgq is '
- - fickle: is not steady: you‘do not assume-gravity. ¢

v Tfrukkural, a very early collgetion'of mgral aphorisms. In-the very last

* lived distress caused by (my) dislike."55- Her point_is equally gfanted
N ,

, materialé Levi-Strauss has-studied. It is intriguing to note, therefore,:

lover oved and to praise by inversion or seeming blamg?: A short
ple, tak®n from the poems of Vidyapati, should make this affinity of
the tko traditions more vivid. ' /

R Y - i 'fh ‘ »

Having cqe, Madhawa opened the dodr, of the room in which Radha

-

was resting. .

. She: cast her gide-glances and with a little smile (she said) T
\ your body¥ is black eveqrwithin.s4

~

The'erotic nature of the loﬁe fight is also recognized by the Tamil

chapter of the third part of this work, the heroine reasons, "His love,
wil? Yncrease though it may (at first seem‘to)\ﬁadé through the short~
by modern poets. . .
- Another' interesting dimension to the poem is \its rélation to Claude
Levi-Strausg' recent work on themes in the mythology“of the New World.
<His woik suggests” the important role of cooked fe6d in opposing™a state \
of mature to -that of culture. He further deyefops this idea by ‘distinguish-
ing a restricted domain, devoted strictly t6 cooking, #rom its peripheries.
The latter consists both Jf what is food ‘but remains uncooked (honey), and
the remains of what was cooked but never became food (ashe$). These two -
substances, because they have to do with the boundary between nature and ’ '
cuftqre, are often associated with mythical heroés in the native American *

P

the prominence of the same symholism surrounding the South Indian stories
- : Murugan. Valli's association with wild honey,. for exampile,
1s ery strong. “‘She ig the girl of the "bee caste,” by Murugan's own words.
JAnd byth the communitjes with which shé is-associated in the literature (the
Kuravar and VeTar/VeTTyvar) are traditionally honey-gatherers by occupation.
Anothér wild, sweet food is also important here, for the name Valli itself
refers to the sweet potato. Indeed, Valli is said to have been born of a _
forgst deer in a depresdfon left by an uprooted tuber of this type.56 Devanai,
by contrast, was born_in heaven and is said to have come forth ‘from the womb
of a white elephant.’/ There is a clear opposition here of the two wives in
terms of "below" versus "above," of "outside" versus "inside" normal caste
society, and of "human'" versus "Divine" origins. Devanai's name itself is ,
explained by devotees as being a combination of the'terms devi (goddess) and —
anai (elephant), whilg f1i's birth from a deer and early years with low-
"caste human parents ingicate-her more humble origins. Furthe re,

. PR :
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Devanai's wedding took place at the fafious shrine of Tiruparankundram in

a culturally central locale, while Va]]li was married in a small VeTTuva
village in a marginal ar Deyanai's color is gold, the color of a sub- °
stance valued for its efnnections with wealth and high status, while 5
Va}}i's color is the”purple of the never-fading jasmine of the forest.

.

¥li is clearly associated with honey, an uncooked natural
s also associated/With wild millet. Imdeed, Murugan is said to
ed her for a meal of honey mixed with millet flour when he appeared
er as_a beggar, Valli i# still said to highly value these particular
offerings in her temple. Murugan and Davanai, by contrast, pre-~
fer £6 dine on cooked ((boiled) ponkal rice. Hence-one wife can be seen to
presént the periphe;§\£and natural) end of the food\ége@@rum, the other
the central portion of that spectrum which is cooked (boiled) and which
Levi~Strauss has suggested is a symbol of culture par excellence.’

Mufugan himself, however, partakes of both ideas, just .as hé& appears
. in the 'iconography 'with one wife on either side. He is at once the spear-
carrying warrior, associated with kingly rule and with the defence of human
culture, and the ash-covered asectic who wanders in the hills. It is in
the latter guise that he is linked to Valli, to kalavu, and to the hohey/\
‘ash imagery that lie at the periphery of hudlan affairs. . -

Why, finally, is Valli's marriage to Murugan so celebrated in local
poetry while Davanai's ié°heglected, and yet the latter present equally
with Valli in any temple ceremony? All this is indicative, it would seem,
of the opposition that the two wives are intended to symbolize. Devani
is the necessary_and proper wife. She must be there and she must receive
recognition at any formal evént.’ Iconography (as opposed to the illustra-
tion of a particular story) is formal, ceremonial, or stgtic in a similar
sense. *Valli, on the other hahd, is the seductive unorthodox wife. She is

) " lover. The two wives are thus counterpoles, one associated with fixity or
steadfastness, the other with movement. It is appropriate, thetefore, that
poets be given free rein’ tq describe the latfer in a fluid medium, litera-

- . ture. But artisans, who work with immobile substances, are E%pected to

’ treat the two equally. Valli has-the appeal of excitement and mystery. She

represents complete devotional abandonment. But without Ahe formal presence

of Devanai her significance would alted 60 Only after’ the correct and pro-
per marriage has been celebrated is an additional and less orthodox union
appyopriate.6l s is typical of Hindu paradox, Valli would not be legiti-
mate (at least in modern eyes) if Davamai di& not p$ecede her.

&

~

the one associated with honey, with ecstasy, and with %:Zzsssion by a divine.

»
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vadvent of printing.

" A famous go-between ser\ing both

NOTES . 4 - .
_ ' ¢ o $ : ;
Indeed, in t%e‘North, Muruganuig commonly depicted as a fierce
and solitary warrior who is without wives altogether. His elder ‘
brother Ganesh illustriates.the inverse pattern, having two: wi&e%—*
‘in the Nort% while generallx\;hought to be a bachelor by Southbrnexs.

The right side of the,body is. generally thought to be’the more aus-
picious in Hinduism. Furthermore, a Hindu bride generally sits to b
‘the right of her groom on the wedding days. Both these traditions
_would favor placing Devanai (as the first w1fe, rather than Val}i
as the second) on the right of her husband. ©

The association of Devanai with Murugan§Was probably a result of
the general "Sanskritization" of the Tamil pantheon that, took place
after extended contdct with Brahmans ﬁrom the North had o'ccurred. .
Muriigan's acceptance as Siva's second son probably 6ccurred around 'X
the same time. - ~ .. \

pR—

A

" The authors of this essay are not sure about th&gvaspect of the - \\:

Krishna-Murygan pdrallel, See footnote’ 60 for further discussion. .

The cdmplete reference to the’ pamphlet is Xatirecan peril ' v
anantd?kaszpu Madras: R. G. Pati Company, (1963), pp. 3-23,

Thls shau%d not be taken as a modern development. [ ’

'twekn living pe

»

n Murughn was a small boy he

: ~went around askin various gods the
meaning 6f the sacred syllable om,

insulted everyone who pro-
ked his son for the mean- A
e Siva sit at-his ﬁeet

! -

special form of song praise.

Cittiygnan

The Kuravar are
foothills.

with sticks.
en and the gods. He is'known
, but tHese are always structured so as to
He is said to have narrated the Ramayana - ©
. 0

for creating disturban
'serve the general goo&f
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13.

14,

15.

17.

18.

19.
20.

21,

22.

23.

24,

25.

26.

27.

~

.Siva's bull, who serves as his main wvehicle. . -

- - 113 - - 3

“to Valmiki who later wrote it down. Naratha is also the one who

brought Mifugan and Valli togethe Hence he is referred to as a
witness. r\\\\§7 ',

’ \ T ' .
A reference to the Kuravar, wﬂé, among othef’Ehlngs, are known for
collecting honey. .

generélly not recorded

A referencé to the fact that marriages ard
in India.

A necklace used by Saivite devotees that has mportant mythelo-

gical connotations. It is generally made of large seeds and sym-

bolizes the necklace of skulls worn Siva.
S —

One of the eight guardians of the world. Kuberan was a king who *

was later elevated to the gtatus of a god. He is particularly asso-

ciated ‘with wealth. 1 :

Reference unclear. Maybe some old family documents.
: N
t
Washerman generally refuse to wash th¢ garments of low-ranking
castes such as the Kuravar.

L 3
- '
Local hard liquor and local beer. -
\
One of Siva's most devoted followers, cdtsidered to be a saint. s .
A reference to a story in the Periya Purqnam where Siva asks
SiruttoNTa Nayanar (one of his dovoteesg) to sacrifice his own son.
Siva is disguised as a wandering saint at the time. After the_ X\ ) Y
sacrifice has been made, and the devotee's sincerity proven, Siva ° N
restores the child to life. e’ \

The term used is_ﬁalai Vetan (mountain hunter caste).' It refers,
presumably, to Parvati being the daughter of Himalaya.

Reference to Siva carrying the feémale Ganges in his hair. NaNdi is .

- §
A play on the word attu which can mean both "goat" and Udance."
4

A reference to Siva as lord of beasts? -

Indra, who was cursed to have a thousand eyes as a result of once * |
having looked at a woman with excessive lust.

; o .
It s said that Vinayakkar will only consent to marry a woman as
beautiful as his own mother. He sits by the riverbank waiting for

. \\\oneiwbelieving'that he can get a good view of the prospects by watch-
ing omen bathe. .

»
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28. » The reference is to Krishna. ros Sa vt
. . L -3

29. Parvati once challenged Siva to 4 contest in cosmig dance.

30. An evil man who stored up lots of power through penance and, then

31.

32,
33.
34,
35,
3.
37.

38.

39,

40,

41.

" 4.

43,

44,

-spelled "Patmasuran in the text.

The iother of Krishna. . t

asked Siva for the boon that anything he touched would turn to

fire. Siva granted the request, then ran from Pasmasuran, realizing
his own danger. Finally, however, he tricked Pasmasuran into touching
his own head, where upon he destroyed himself. His name is incorrectly

»
-

A righi and\xeputed author of several hymns in the Rig-veda. Also
believed to have had an important role in the formation of the Tamil
language and grammar and in introducing religious literature from
the North to the Sauth. -

A peference to Krishna. ‘.

Arjunan of\the Mahabharata.

Spear-carrier. ST

* . ) 1

Vishnu in the form of a f%;h. ( .

Brahma. . . '

’ a . . .

A reference to Vishnu's three steps with which he traversed the cosmos.
‘ .

A caste which farms tradltlonally marginal areas. A reference to

Parvati as Krishna' s‘§ister9 -

Krishna, who was secretly left with & shepherd ﬁ@mily to avoid the

wrath of the king This man had threatened to kill him because of a

fortyne-teller's prediction that he would live to destroy the ruler

of the kingdom into which he was born.

A story from the Tiruvilaiadal where Parvati is cursed to be born

into the family of an illiterate fisherman for ndt paying attention

while he was trying to explain to her some of the innermost secrefs

of the Vedas. Siva later captures a huge shark, saving the fisher-

men from danger apd is offered his beautiful daugher in marriage

Virabahu, when Murugan wages war with Patﬁasuraﬁ. .

Implying that his own birth is inferior to that of his Kshatriya
ass 1st:a:nt:. [

.

A builtzup platform wliere Kuravars sit with sling shots in an effort
to keep birds and other animals out of the ripening mille'tE L
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45. 'A caste of temple priests, here meaning an ascetic; someone who ownd
nothing, hence implying that Murugan's own caste is ill-defined.

46. A reference to Siva. - o
47. Ascetics performing penance, or other wise men meditating by the
riverbank.

48, An animal especially associated with Murugan. )

49. A particular kind of worship that involves waving a camphor light

in front of a god. . ’

¢

56. Valli is said to be of the Kuravar caste. Elsewhere (in the story of .
their births) Valli is identified as a VeTer or VeTTuvar and Devanai ™
as a Tevar. *

. .

51. The birth story, as told in the Kanda purana.
52., See George Hart, "Some“Aspects of Kinship in Ancient Tamil Literature,".
paper delivered at a conferende entitled "Kinship/ in Ancient India,"
Toronto, May 11-13, 1973, p.. 18, for a discussion of the same idea in

a different context. . * » ‘

533. Wendy Doniger O'Flahefty, School of Oriental and African Studies, *
London, in conversation, 1967. . ?
54, From Vidyagetia The Songs of Vidyapati, No. 226, p. 223 as quoted in
- David Kinsley, "Without Krsna Theré is No Song," History of Religions,
Vol. 12, No. 2, p. 165. =
55. Verse 1322, Tiruvallavar; Tirukkural, trans. by G. U.-Pope, W. H.,érew,
J. Lazarus and F. W..Ellis, South India Saiva Siddhanta Works Publish-
ing Society, Madras, 1962. This reference was very kindly pointed out
.‘by‘George Hart of the Uni%ersity'of California, Berkeley,.

56. This is also suggestive of qui—Strauss' discussion in Mythologiques,
" Vol. 4, pp. 345-346, ofgthe symbolism oftholes plufiged by tubers
(especially holes in he§§¢n) in New World materi%®,

57. .This is frod the Kaﬁda pur&na's versidﬁ of Valli's and Devanai's

birth., - - - .

- v " o K AN F \ _

58. Trom a priest at a Murugan shrine in Kanpapuram Kiramam, Coimbatore
Disttict. 4 . .

Sgﬂ' From an assistant to the priest (above).; ) . '

4 R ,

60. Qf course Valli did -exist without Devanai in the earligsnyTamii
liferature. We have no_evidence from the iconography of that period,
but it does seem that Devanai was a late acquisition, historically




61l

“(1961), pp. 11-36.

. ' ' /. €
. ) ; . \
speaking. If this is so, it would seem to be added evidence that Tamil
society was at‘one time much less formal and hierarchical thamn it is
today. Perhaps an orthodox wife was not strhcturqlly required to legiti-
mate male status and symbolize social order ‘in that -di{stant period, as
it would seem to be needed today. A simila:‘explanation might apply to
the Bengali Vaisnavite tradition where Krishna is accompanied only by
Radha (and hot by his first wife Rukmini) in!the temple _iconography. Con-
temporary Béngali society is generally understood to be ‘less formal and
hierarchical than is the current. social order of the South. Carole Farber,
Department of Anthropology and Sociology, University of British Columbia,
kindly supplied this comparative information on- temple imagery.
This same idea has appeared in a different context in an article by Louis
Dumont entitled 'Les marriages nayar comme faits indiens,” L'homme, Vol. 1’
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Commentary and
N tranglation
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Two complemeniary ways of approaching God have beén developed in Indian
philosophical thinking —-‘the path of knowledge Jﬁaﬁa and the path of de- -
votion bhakti. The first is more difficult as it phasizes the, struggle
on the part of the individual for self realization whereas the sécond takes
the grace of God for granted irrespective of the quality of the individualh
Thus fn-the first the realization is attained whereas in the second, it is
‘gl en. The bhakti movement elaborates the second path and essentially centers.
-ayound the idea pf devotion to one God, usually personalized, with innumer-

ble manifestations. Naturally, it has a, unit1ng force, ‘a force trying to

ring compromise between diverse, often pposite, schools” of thinkjng regard-
ing the nature of God. The intensity the movement can be ascertained. in

two time periods in the history of subcontinept. (a) In the South from
gbout the seventh century to the teﬁph century A.D., focusing around
Sankaracarya, who rose to re-establish Vedic Brahmanism against the growing
1nf1uence of Jaipism. and Buddhisgm, which denounced God and the scriptures
dealing with it:1 other than the works of Sankaracarya himself and his im~
mediate ﬁollowers (e.g., Ramanujacarya and Madhwicidrya) the most well—known

body ‘of-1iterature comes from the alvadr saints of the Tamil country.Z (b) In

the North from about the fourteenth to the seventeenth century aimed implicitly
against the orthodox Islamic impgsitions-which came with the strengthening of
Muslim rule in the subcontinent.? The names of the saint—singe;s in the later
period include many more than those of the earlier period: Vidyapati.and . '
Candidasa in the east, KabIra, TulsI, Suna, and MIra at the center._and Namadeva
and Tukarama in the west are the most Tepresentative of the movement around.

whom a tremendous ‘body of literature has grown and still continues to grow.

“e

-The scheme of thinking of this schools of literature is very much evo- f//
lutionary in nature. It recognizes God as the abstract and its manifesta- .
tions in three basic points of the contirua,.e.g., beginning, middle, and ?
end, in the formS'of Bﬂhhma, Vignu and Mahesh. These three are also _knowre
as the creator,,sustainer, and destroyer respectively. Beginning, middle,
and end are equated with past, present, and future in the time dimension. .
Since the concern for the beginning (past) and end (future) is les's than the
middle (present) in the life of society, the aspect of Visnu is the most
explored of the three in the bhakti literature. He takes incarnation in,
every age to sustain divipe law and order in the world-whenever such a need
drises, So far ten incarnations are recognized to have taken place, i,e.,
Matsya (fish), Kurma (turtle), Varaha (boar), Narasima (man-lion), Vamana
(dward), Parshurama, Rama, Krsna, Buddha and Kalki. 4" 1t is interesting to
note that the progression in the forms of incarnation of Visnu is from
animal (e.g., Boar, Fish) to half animal-half human (e.g:, Man-lion) to
human C@ug., Rama, Krsna) -- another evidence of evolutionary thinking. .
While not losing sight of the earlier (animal and half—animal—half-human)
forms of incarnation of Visnu, bhakti literature deals largely with the
later (human) incarmations in the form of Rama and Krsna as elaborately I

. > 11¢ : )
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narrated in the Ramayana ‘of Valmiki and the Bhagavata purana of Vyasadeva 3
However, in retelling the eplsodes described in theabove two volumes, a very
‘distinct process of transformatien -is intdeuced.‘-Thls can.be called the
process of the socialization of God. This kind of socialdization'has taken
place in-other religio-philbsophical thihking also, e.g., in Christianity,
Christ as the Sor or the Messenger 6f God, but this igdea takes.on more elab-
oration in Indian soil where other dimensions of social relations are also
explored. All these relations between the devotee and ‘the delty can be re-
duced to three basic forms: a m;ster-servant relationship, a parent-child
relationshlp, and a lover-beloved relationship. Man (= tle worshipper) and
d (= the worshipped) can be seen in either opposite of the abgve categories,
bdﬁ God is,predominantly the Master, the Father, and the Lover.’ And of the
, above three aspects, his’' roles as master and lover are depicted most often-in
the literature, 1In,the long hidltory ,of the movement, these two aspucts have
developed their ideal associations: the picture of Rama has developéd as the

+

perfect master versus that of Kygpa as'the perfect lover. In the south’ re
Shaivism' has ﬁ@ken deeper roots, Rama shares his position with’ Shiva.
s
» ., .

For the expression 'of the feeling of utmést intimacy and intensity, how-
ever, the lover-bdloved relationshlp is more ideal .than the master—Servaht
relationship. The idea of fear of punishment, howeVer light it may bé by the
hands of the master in a master-servaht relationshlp, does not allow.the deg‘
votee and the deity to come closer withdut inhibitiqfts, wheréas no\euch beprier
exXists between the lover and the beloved. This is one of tfe reasons wh Krsna
bhakti literature has outgrown in .volume the Rama or Shiva bhaktz litera%ure.'t

In a comparatively closed society as India, consummation of love (as =~ «
opposed to that of marriage) is socially not acceptéd; henck the ten51on of
fee11ng in the hearts of the lover .and the beloved for one another is
heightened because of the presenge of this soclal barrier; gnd it beeomes v -
a challenge for their unioﬁ; On the" phllosophlcal level, this ‘barrier repre-
sents the veil of illusion arising from igndérance between man and God.. Until
that darkness of ignorance disappears, the realization of the divine within’ or

iy “without is impossible. On the poetic plane this barrier ie made still more

*wifficult to surmount: Radh3a's love for Krsna is an unpsual one -- she is a ”-

ife in love’with another- man.8 This relatlonship haé the added difficuity of .

_‘partners belonging to different caste groups. In.essence, Radha has ‘to lose so
many things for her love. All these things amount to losing indjiZjMual idensity .
on the philosophical plane, where'losing is the oniy way to gain. M3st of the
Krsna bhakti literature, the songs selected here are from the eastern districts

of Bihar. They add regipnal -color to the Bengali padavali literature, which,

in turn, is part of E/g}Zreater bhakti literature of the subcontinent. ’

L . / , ‘ / .
., o //}/1 l : . / A
- /'What she said to her friend: /(
When I go to ‘the river, ~ .
I see Beauty standing beneath the kadbmba tree. : ,
o
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I keep thinking about that lovely image,
I cannot-forget it. ~ .
.Again. ahd again I cry.

The wish remained in my mind,. ) “,r/—”/(/{-
Desire awoke in my heart, R

¥ . When will I unite with him? '
While coming back with water
He turns and winks at me.
Eyes and eyes,
:When they meet ! '
. ' ,The ‘moving feet cannot go forward.
: The wish remained in my mind;,
Desire awoke in my heart.
When will I unite with him?

At hoﬁe are my ‘in-laws. \
.Fear and terror possess me.
%% ’Poet Domaha says,
What should I do now-- *
., I'm like a bird inside a cage.
P j: The wish remained in my mind,
/ ' Desire awoke in my heart,

'// ' - ', #hat she said to, him: - . ' .

-~ l‘ . 'y

. < I'm a woman of Braja with.a family; .
’ Why do.you call me by my name? .

-

» O lowly f‘In;e, .
What would you get by spéiling my honor?

/ ’ Born as a simple bamboo, ., *
- . Ao lowly flute, T
What would yqu get by»spoiling my hqnorV
Ejecting poison from,:he seven holes,
You inflame honorable women.
0 lowly flute, .
What would you get by spoiling ny honorz\
. ﬁ Playing qn a high note, .
’ You made me defamed. .
0 lowly flute, .
. What would you get by spoiling my'honor?

This is the prayer of poet Durlabha.
Don't scorch honorable women.
) 0 lowly flute,
Q ) "' . What would you get by spoiling my hohor?

ERC . 116

When will I upite with him? . - .

How did you become, sp crooked? . - ‘=

-
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What he said to her friends..

. This boat of mine
Can take only dne persons .
It cannot take the second.
0 girls of Braja, .
Listen, girlg of Braja, . *_
On this condition I'll row the boat across Yamuna.

L]

If you want to go ,across,

"Why'is the delay? ,

Bring your pots-with curd.

‘6 girls of Braja -
Listen, girls of Braja, . -
I'1l take the boat across Yamuna.

Vrinda, witR a smile,

.Says to Krsna, .

""See that you don't drown us.'

0 girls of Braja, .

Listen, girls dQ}Braja, : “.{;
"ll take. the boat across Yamuna.

Kggqa with his hands

Took Radha on the boat.

Poet Jadu says, "Don't let his feet out of your hands.
"0 girls, of Braja, .

Listen, girls of Braja, - <&

I'll row the boat acrosleamuna.

A -

What the butside%'said;%//
The impassioned women Braja
Won't listen to any warning.

They won't count on anyone.
They all go to meet Krsha.

By the enchan%ing sourd qg;ghe flute
The gopig' hearts become s¥ellbound
Like a snake running under’'a eharm. -
They all go to meet Krsna.

As a new wave

Runs upsetting boats; . S
The women hurry through groveS/and “forests.
They all go to meet Krgpa+~ ‘

With the desirf/gﬁf ari s love
- They, reach and surround him.
Poet Kaliya says, "They surrender in Jhis feet."
They all go to meet Krsna. -

. -
(3 . o
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What the outsider said:

Hearing about her lover's coming,

Radha's heart became restless.

The lovely one is overly happy,
Tears come to her eyes out of joy

Thinking Krsna will come, to the-tryst.

The darling in the kitchen

. Is cooking food and curry..

Instead of putting spice in the cur;y,

She puts it in the rice

Thinking of Krsna will come to the tryst.

Wearing nose ring in the ear;
Earrings on her toes,

Thus all her ornaments the lovely one

Wears in a wrong way

Thinking Krsna will come to the tryst. .

Poet Lakhan says,
Q/Krishna's beloved, listen, °*
The anklets of your feet

You have put on your neck

Thinking Krsna will cdme to the tryst.

¢

6

3

What she said to her friend:

To pick flowers

I went to the grove.
Suddenly in my heart

The Black Bee bit me. .

The effects of the poison
Burn my heart.

Will I‘'live or die?

The Black Bee bit me.

Poet Acaraja says,

I'm dying of the flame inside.
Hari, how will I go back home?
The Black Bee bit me.

7 »
What the outsider said:

All the women surrounded him,
They put him 4n the middle.
They look at his moon-face
With their wide eyes.

The women of Braja

Dance with what joy
Gesturing with their arms.

‘ 120




-Nose riné; swinging, ‘
- Earrirgs shining. - .
¢y . - Some in white, some in yellow, Ce
‘ ‘ Some in blue saris, e — -
S . The women' of Braja : ' . : .
. » ' *Dance with what joy . ’ S .
Gesturing with their arms. - ‘A# )

- /// e Following the rdgas and the ragznd"s, N ' y
CAT v Tuned with the beats and measures. - : '
Sweeter and sweeter songs . ‘ . ’ Ry
L . The beauties sing . . ~ ’
. . The women of Braja , r . -
. -Dance with whit joy, .
. Gesturing with their arms. .

With their body movements . .
- They dance. round: and round. : ’ -
His body drunken-with emotion, . : . ,
.- '+ Hari is filled with joy.. ® c ‘
The women of -Braja ~ - =~ - A
Dance With what joy -~ . 7
# Gesturing with their arms 4 .

o
’ ~

. .
8 ’
.t .

LT s

What she said to her friénds:

) 'We weep in the grove ) ’ .
- ‘ Looking fgr him on the path day and night.
Yet out union didn' t ‘take place.
O my friends, . .
° Staying up all night was worthless.

Flowers, sandal paste, and garlands, . o
We readied them basketfuls. . ] 8

What will we do with all the ornaments? ’

0 my friends,

Staying up all night was worthless.

- 3 . Poet Madanamohana says, . . y
The heart remained in his feet. ]
He did not come by any means. » ' .

0 my friends, .
Staying up all night was worfﬁiess. ,

!

Poet Madanamohana says,
> The heart remained in his feet. )
He did not'.come by any means. . :
. - 0 my friendg, _
Staying uprall night was worthless.

.
[

‘. s s . ’ 9. . ; «
What she said to her friends: ' ‘ ' ' . .

Loving 'him became a burden;
I cannot forget him. - _ ‘ "
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_ A girl of. honor does not know this.
- Without seeing him even for a moment

\ . s
I became weak from the fire of separat:ion. T )
0 dy friends - . /// ' -
Without th¢’Dark One, my-heart weeps. -- / e .
This was written on my fate. / g ’ T
Will I ever see him again? ) . G0

I*stay up the whole night for not:hing - ¢ .
0 .my friends, / ot
W:Lthout: the Dark One my heart weeps.s )

The cuckoo is ‘singings aloud.
The night has become mornin
Lord, have mercy upon Poe

0' my friends, " ‘
Without the Dark One,/my heart weeps. ‘ ‘ f\: )
710

What:"\she said to her friends: * ¢

I teli you, my dear, “ .
Will you lﬁpten‘tq e ? . ’
The Dark One didn't come Back (

And the month of rains is passing away. P

Staring at t:he raindrops
Like a water-bird, . P

I meditated on him o e
Theemonth of rains is passing awayd. ) % T -

What happened to my fate? ts

My love forgot me:

My youth is fading in vain. - ° <

The month of rains is passing away. ‘ o J

Fate gayé me~sorrow,
I'm empty of joy;

Without Hari nothing is bearable. <« L
The month of rains is passing away.

» 1l '
What she said to her friends:
T6 be” in love is such a pain;

I cannot stay still.
Friend, to comfort my heart
I cannot do anything at »all
To comfort my heart.

Everyone at home abuses me
Because of him.

But more painful than t:hat: ,
Is the flute of the Dark One. ‘

N 122 N ” ,
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Igcannot do anythi
To- comfort my heart.

Poet Duryodhana says,
What do you think is the arswer?

How will this agony.be clyed? .o
__By what medicine? ’ ol
Friend, to- comfort my heart .

I cannot do anything at all,
- To comfort my heart.-

. ¢
" 12

Wllat: she said to her friends:

Friends, the cuckoos are- Calling, \

Spring is here. -~
In suchua time my
Stays in a for land. _,

« Tell me, how will I sustain my life”' )

With new trees, creepe?s, and flovers

*, The forest ds adorned;

Bées in hundreds to - flowers‘ﬁ
Run in drunkenness. .
; Tedl me, howﬂwill I sust:ain

Where was it, who brought 1
This high- ed fire?
Stronger than ‘this

Is the bufning poison inside.

Tell - me, how will I sustain-my life?

The hope”of poet Rama's heart

Died In the heart itself.

~ Will he ever see o

' His feet? ™~

Tell me, how will I sust:ain. my life?

13
ends said- to him:

»Rgaﬁaisg\art considerate,
But the Crook's w are deceitfut.
_ Entering her hewrt he ke it. /
' ‘Crookedness is fairdonly with.a oo}c,
Simplicity with the simple mipded,
So has it been said in.the Veda.
What, kind of love is this
Towards one's beloved? . o
Why- gre you treacheroys toward Radha,
Not fulfilling even half of her desire?
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4ﬁ4v‘//ﬁ2f;;ut food and water
’ _~~How long can she live?

-’

///

s

w—

‘f'\.
,

' 0 utter dishonest one, listen, .
You burned her putting .
The fuel of passion in her.

The result: she cannot live.

0 friend, there's no shame

In your shameless face.

Fie on you, wve die of shame
Because of "you.

Whep you made love to her;

You gave the moon in her hands. -

You made’her up with your own hands. -

Now without seeing you
A heavy burden has fallen

h .equal sorrow,"’

Making it like'the Withered lotus.

14 -

» What she said to her friends: "
. A . . ?
'When it was morning, -

All’ cowherd girls were _ready: .

"To.sell curd, .

L%t s go Hqoney Town
To sell cﬁi&?\\\ *

. "One, to sell curd,’ \
The other, to ste Harin ,
+In selling curd, ‘
We'll have double profit, y

- In selling éhrd\\ ‘

~.
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"Looking at his moonlike face
We'll forget -all our'sorrows,
Selling curd,

What joy w1ll we have in our hearts,

We'll siqé the glo
While selling 9urd.

hat the outsider said? 2

How many flowers are woven together
So beautiful to see,"
Decoration over decorgpion.
To thé templé\inthe grove
- He is going sloWl:
To see Radha%. NI R
Disguised as _a flower é;;l\‘
He is going to fo the tryst’” *
Calling, "Garlands,for salp!"
, »
"Come, come, come, coife,
Calls Ragha repeatedly.

eautiful gir® like you
never, seen.’ ., =’
- even,blink."

- In dlsguiSe of a'flower girl
He is going“to the tryst
Calling, "(},arlands for sale"‘

.
"';Ez-your gigns °
< 1d tell it is you;
Jou 'came disguised as a girl,
0 shagieless friend:
You have na%hiﬁg to do with garlands, .
Says Radha
With a‘little smile. °
In disguise_of a\ﬁlower girl
He is going to-the le_tryst

Calling, "Garlaqgf for séléf;\\w\\\\\

They look at one another;
Both were happy '
Sinking in the sea of joy.
After such a long time,

» Says poet Dwdja Ranga, .
Desire was fulfilled
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He is going to the‘'tryst *
Calllng,‘"Gaglands for sale!",

. £
‘ ¢ 2 ' M
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In disguise of a flGWef!girl B e

’ -

What she said to him:

Come, - cowherd, come,

- Sit on my ‘lotusgheart
‘Suck andr drink the ju
" Honey beg, come.

Its flowers are fragr
’ Drink the Juice and £
Honey bee come!

llMen are bees, ‘
‘Women flowers.

Honey beé, come!

Poet Ramakrsna says,

s+ Honey beey e.

-4
—

& . Iy

~ R

~,... Bringing fate against

. Rahu, as it dev&%rs:

Full of honey. .
In the clear ﬁater

L]

* Over, them are bees
Hovering with passion.

Radha, like a radian
Looks. extremely charmi

~ With beautiful creepe

"‘4You are aiwaysLnglcome. .

Let your love bera~secret. ‘ . i
Don't tell about it tb- anyone. tro Ce

What the outsider said: . :) ‘ .

-Eyes looking into eyes,
They speak-a broken speech.

16 . ST, \
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ice, ..

/ ' «
rs aqﬁ leayes ) ‘
ant, )
i1l your heart. . °
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" The arms and legs of each .
Are twined with the other; .
Thus thedr hearts met. : i

face,

" The half moon, ~ . SRS - ‘ -
So did.Radha swallow \ - | - R
Half .of Govinda. ) L ¢
. " As if it werg a,big:pond

lotus, i . * .
ng. ' . . . -tk
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T - ’ ‘ Both are filled with joy. .
’ ) O the blooming lotus

. .Full of honey ... . . ' Yo

. ) "The ‘beé-king hovers around N / .. '.

7 The nectar comes out of the lot:us; \.\ t . R

.1 The bee drinks -it - ! "

Entering deep in the pollen. ) »

' . ., ' ¢

® The lotus petals beca.me loose,
- . The honey bee dived deeper.
In and out, again and again -- ’ . Y -
Thus the couple met. .- ) -~ ’

The bee drunk with hdney . ’ e % N .
_ Doesn's want anything else. . - t
. - His heart became enticed with hongy. N
Finally with joy ‘ g
« The lotus became overwhelmed. -, -
"Think of. that!" says poe”t Gam:aé‘gi{’ . e T
, The bee-king enticed wit:h/honey Ly R L
Remaln@ arrested; - . s AR
Inside the lotus, -the wanderer' T A .
. ' L Remamed arrest:ed., T . e R

. e
< » -
.
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o NOTES,
. ’ ! ‘ :’ ’ ‘“""’;:fl':tF——:‘Af.' "
) b L PO [h/a/s deviation from- t Ind losophical ~hinking was
. fundament:al. He denied the exist:enc of Go ) t:herefore, the question
. of his dominance over the creati% udlng man, did nottarise. To~him,
is Khe highest t:rul:h Similarly he clared the world: to, be real and
< not: 111usbry, s -t:he current: thinkers belie Finally fie redefined the - .
notion of rebirth; man "does not have to wait tintil his physical death to L
.. be reborn, for he is rebomm every split second. Naturally t:h;[s was too much
! * of ‘aShpck to béar.for'the Brehmanic thinkers of the day and, \{1en§ the T

\mbveme t«to save God 'heaven, and the life herafter. W
A -

2. Though fhe seeds of the movement: were sown t:hrough the Senskrit lan- g
. guage (Sankaracai'ya, Ramanujacarya, Jayadeva and--others all wyrote in
N Sanskrit:), it became popular only aftexlit atlopt:ed regional languages as - '
its vehicles. The aZyar’ saints wrote in \Tami}, Vidyapat:i in Mait:hili )
' Candidasa_ in Bengali, Kabirdasa in Bhojp ri, Tulasidasa in Avadhi, Suradasa
’ ’ atd Mirabai’ An. Bra}}b'hasa, Namadeva nd ukarama in Mazathi and so on.

*
~ ‘I

q v .
) 3.  As far ad monotheism is concerned there is no conflict between Brah- L
ménism and Islam, but whereas Brahmanism' accept:s idol worship as a form of \
. approaching God, Islam does not. Also, Brahmanic order 1s open-ended re=’ -
v garding the number of messengers of God. IP Islam, Mohammad is the last .
) messenger. The Sufi order of Islam, however, 1is much closer to Brahmanism,
. particularly to the Vedantic school of t:hinking For later thinkers like
Q L o

- SRR §-Y N T ¢
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Ka@lfa, this provided a common .ground for some fusion of these ways.,
TN .

y 4. /}gsgnglar belief even Christ, Mohammad, and Gandhi are recognized as

auatpras\incarnations). |, oL ) -

— T

5. In retelling the stories, of course, the later poet-singers have used

their poetic feedom to reinterpret somé of the events narrated in both

these volumes. These alterations were in accordance with the needs of

the time. The character of Rama, for ihstance, is. raised-from humgn -

(of Valimiki's Ramayapa) to super-human in all the later Ramayanas (e.g.,

that of'Kamban,_Tulasidgsé and Kirtivasa). The human weaknesses ‘of Rama,

e.g., his killimgs of ‘Bali and Jambuka against the rules of war and his

social conduct) have been resolved in sﬁéh a way that the reader would not

doubt the moral character of Rama. ' Such alterations are even more prominent

in the Krsna legend mentioned in the Bhagavata purana. The whole character

of Radha is a new creation; she does not 5yén exist explicitly in the

Purana. - '

i .

6. The id f. the Lord as Lover is not totally absent in Christianity. .

. Saint John of the Cross and other Chr;%sian mystics approached God in this

way, but) the literature deating with ¥is still very small. r

. e -
7. The notion of God ad mothet 1§ a later one, grew in the eastern part
of the country &nd gained significance in theAfands of saint Rama-krishna
Pargmhansa of Bengal. “ : . .0
-8. This love for the forbidden'fruit is depIcted elsewhere in the wordd
Piterature (e.g., in Urdu ‘and Persién’literatufe), but its philosophicRl
rationalization %s a unique feature of bhakti literature. . ’
9." The kirtana style of singing and dancing is the. ideal mode of/pres
t¥on of theses’songs. Introduction, séparation, and teunion of the lover
(God) and helovéd (individual soul) are acted- out through the presentation of
songs in that sequence. '

-

10. The, function of the signature of the poet is bééically'td inform the -
« *.reader about the §uthorship of the song, but at times the poet ‘seems to parti-

cipate in or observe and comment on the events dealt with in the sonirf

! .
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L
THE MUNDANE AND PROSAIC IN
BENGALI FOLK SONG§

An analysis
of themes

. i .
Since the time of Rabindranath Tagore (1861-1941), the folk music

of Bengal has been increasingly identified with the mystical songs of the
‘Bauls ‘and the ethereal, plaintive strains of their one-stringed instrument,
the ektara. The songs are said to reflectvthe Bengali soul and collections
often focus on their spiritual and esoteric nature. A unique combination
of mysticism and naturalistic imagery associated with these songs has con-
tributed to Bengal's distinctive charm, but it has also tended to over- ,
shadow a wide variety of other folk songs, not least of all the #re
prosaic Baul songs. 'We tend, therefore, to gain an exaggerated notion

of the divine,‘esoteric, and emotional nature of Bengali*Q;votional folk
songs. My concern in this paper is with the way a traditidnal folk song
idiom continués to appeal to broad sectors of the population through time.
In this context Baul songs are but one example to be cogsidered.

. -

Y

. The "question of the relationship between a culture and its folk songs

has''been an important one in both the humanistie and social science tra-

“ditiond. In search of explanations, the humanist is frequently drawn to
the spiritual and the anthropologist to the mundane, but the traditions
‘'of both tend to focus on the unifying basis’ and cohesive function of folk
songs. For the humanist, devotional songs may reflect the spirit ofthe

* people, While the anthropologist sees them as mirrors of values and atti-
-tudes, justifying institutions‘to those who participate in them. Folk songs
are part of a larger body of folklore that is said to express and valjdate

_cultural mores. "Folklore reveals," says Bascom, ''the affective elements
of culture, such as attitudes, values, cultural goals, and moreover may”

i:) verbalize these in a form which needs only to be translated and quoted as
evidence of a colisersus of opinion" (1954:337). Concern:in both traditions,
therefore; has been with the purity and accuracy of the songs, with them
as expressions of an ideal-type. This expression of a unifying'prThciple,
then, whether it be one of spirit or of attitudes and valhes, provides an
explanation for their timeless appeal. Nevertheless, I wi]ll* suggest that

" the vitality of at least some Bengali devotional folk sosgh*stems more from
their ability to accommodate changing circumstances, ﬁé&yi g modes of ex~
pression and a variety of “interpretations than from any underlying unitly of
soul or purpose. It 1k in the mundane songs that this is’ \st apparent).

L?‘t' 'me“iagg”i'n with rief gxamtqatbom of how the, epph is‘gﬂ——ﬁ"
ituality in Baul songs came to ove;é%Z?pw the more prosaic §n Baul
other folk songs that pervade Bengali f{ife, ?

“
<
¥
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Under the influence of Rabindranath Tagore in the late nineteenth and
early twentieth centuries, the image of the Bauls underwent an important
transformation. Until that time they were known as eccentrics and social
outcasts, for their heterodox religious doctrines, for their extreme indi~
vidualism, and for their defiance of established conventions —- especially
those of caste and class. The term baul itself means "mad" (Dasgupta 1962}
183-185). These same characteristics, however, came to be the ideals for
the succeeding_generation of Bengalis. Today, the sound of baul sur, the
unmistakable Baul melody, or the sight of the distinctively dressed yander-
ing minstrel, who travels from village to village singing devotional’songs,
is one that strikes a strong responsive chord in Bengal's population.

The massive social and intellectual upheavals of the early twentieth
century initiated a reappraisal and recreation of Bengal's past and present.
Tagore, himself a staunch individualist and sécia; critic, found the doc-
trines of this sect of religious mendicants a reflection of both his own and
his generation's longing for freedom from the constraints of a restrictive
social.and cultural order. The role that the Bauls played in formulating
Tagore's own thought and their inflUence on his poetic works has been well
documented (Dimock 1969: 33-55). 1Indeed, Tagore is credited as the
"discoverer" of Baul songs and his roots are said to lie in the long line
of Indian poet saints (Dimock 1969: 34). That his image of the Baul yas,.
an idealized one has also been recognized (Dimock 1969: 39). Ironically,
in contrast to a formerly heretical image, the Baul, evoked through and
with Tagore, persists as a potent symbol of Bengali unity and commonality
of spirit.

I .
L

Idealization ofathe Baul and a concern with purity has resulted’in an

attempt to cgllect and cCompile songs that manifest the "true! or "essential"
Baul spirit. 2 Those expressing ardent spirituality and passionate concern

-with the ultimates of human existence have consequently been emphasized at

pense of the mundane and prosaic,”™ -
A similar processs of selection takes place with devotional folk songs
in fgeneral. Although.sung in a devotional context, many of these songs are
from religious or sacred in content, Itinerant beggars wandering from
use to house, singlng and begging in_the name of God, as "well as village
d town folk singing Por pericdic puja, provide a common backdrop to daily
activities. -The songs are frequently vignettes of day-to-day life, filled
with humor, satire, and mimicry that attract a mixed and appreciative
audience. The songs reveal diversity in content, perépective and opinion.
Given the social and economic conditions of the day, they often point to
the ineongruity and even the absurdity of cultural values. Far from being
a reflection of apparently unanimous cultural ideals, they bring intd re-
lief tensions within the existing social system.
$
% .

Y, . I1 . N

. "Tngfollowing discusgiopn I examine two groups of songs. The first,
those sung in praise of a loc “deity, (Bhadﬁ) demonstrates, the variation
" in subject matter put to song on an occasion that brifigs people together.

A ~
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for the express purpose of worship., The second grodb, ?aken_from the
repentory of a mendicant beggar and religio;;;ésyotee, are Baul songs.

Examination of bhoth content and form in the Songs may suggest some of :
the reasons/for their popularity and persistence over time. ’

Bhadu paja,_Whgch takes place during the monsoon season in the Ben-
ggli month of Bhadro, is confined to the districts of Birbhum, Burdwan and
Bankura, and is performed by young unmatrried-girls. Bhadu is worshipped
primarily by girls of the cultivator class. Since their .marriages Gemwr-
ally take place in the mid-teens, the girls who participate tend to_be
below the age of fifteen or sixteen. A clay image of the deity, Bhadu/ is
bought by a family; the daughters offer it food and flowers and sing
through the ‘entire night, According to legend, several generati o
Bhadu, the daughter of the Raja of Kashipur, died on the eve of }%r—
riage. The Raja proclaimed that all girls in the kingdom should worship
Bh;?u on that one night each year.3 ¢

Songs are generally passed down from mother to daughter. In additiop,
each year songs are written and published anew, incorporating commentary

on the latest local events, and social and political deve.lopments.4 Some
deal spéecifically with the worship of Bhadu, such as the following:

" .

Bhadu puja will be performed,

Oh ladies, when you come bring Ganges water, :

Place a coconut on the pot filled with Ganges water, -
' Beat the drum to your heart's content,

Puja will be perfdrmed.~ o

Serve her as dainty dishes as you please.

We shall order all sorts of musical instruments.

Paired drums will be beaten. . ‘

The children will dance all night and - —

Bhadu will buy sweets from the sweet shop.

(Bandopadhyay 1972a:3)

But Bhadu's marriage is -the most common theme. References to present-

day wedding practices and the use of English phrases suggest "that she is a
m%dern young lady. :

Bhédu’s Wedding —

Todayy is Bhadu's wedding day. <

Mother and daughter come early! .

You will accompany the bride or the bridegroom.

You will dine and spend the night happily ‘
chewing betel.

The fish curry, the sweets and pulao have
been made. - .

From clarified butter which was bought

Lﬁitﬂpeople suffer if I cook them in vegetdble
oil,

+
ﬂ‘
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The guests praise the khirkadam of Savarkar.5
Happily we will serve snacks according,to custom.
"The bridegroom will come in a "Fiat" car.? .
And the groom's party will eome ipn a "jeep."
The band is from Asansole.
Ep‘%o and bring the loudspeaker.

(Ibid.: 4) L

Bladu's Bridal Chamber-

After the wedding_ceremony X

The friends of Bhadu will gather at her !
bridal chamber.

Bhadu is an educated lady,

She is "sp to date in culture.’ (

She passed her "B.A." examinations w1th "honors. "

She is also a good singer, .

Entertaining her guests with her songs.

.Slie is beautiful and has a sweet voice.

Honey seems to drip from her voice.

You should all gather at the bridal chambeR

The new bridegroom does not know how to sing,

And therefore he says that gentlemen do not sing.

(Ibid: 5)

. Phul Safga >

Phul 8ayya will take place.

Bhadu will’'be put to shame by ‘the touch of flowers.

Garlands will be made out of flowers.

The bed will be decorated with fiowa;s

‘People'will be pleased seeing the well-matched

bride and bridegroom.

Don't figure how much has been gpent on the furniture

Because-money must be spent extravagantly.

If you think of it you will just be upset. ‘ o

(Bandopadhya» 1972b: 5) ) Yy one

Current political events also provide an important source of subject
matter. This song deals with the recent struggle of Bangla Desh for inde-
pendence. . °

. ‘., Npangla Desh
.. }#\glao

Tightén your belts. o

All of us will go to Bangla .Desh.

Brother Muijibur is fighting for independence.
He will die or live with-honor. ) .

He has taken a vow to kill the énemy '
By dint of his life.

Democracy |\is his principle.

And that Yahya will leave and retu to his
V4. HWn_ country. ‘

: e e ‘4'\1 3,,'." o
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heard throughout the night and day.

They are killing people mercilessly with

"tanks" and- "machine guns."

In the end what/will be the fate'of the West
Pakistan forces.

The guetrillas of Brother Mujibur pay them
back in their own way.

We await the final judgement of God towards
Bangla Desh.

May Mujib live forever with the blessings of T
Iswar’ and Allah, - -

(Ibid?: 6) '

The situation_in Bangla Desh is compared to ‘the eplc past:

The Pakistan War

The war did not stop:
People in Pakistan. panicked
Thousands of brothers and sisters were killed ’ Y
The sound of the cannons can always be heard.
There is an exodus of people to gur country.
People leave behind their happy households.
People are dying from "bomb" and ' cannon."
Our hearts ache to see such horrors.
+  .It reminds us of the Pandavas in the Mahabharata
Narayan says we must get to the root of the evil.
. (Bandopadhyay 1972b: 5) (Ibid. 5) s

Topical problems such”as the epidemic of conjunctivitis that raged

. in Bengal for about two months during 1972 served as a theme during that
time. The epddemic was-popularly said to be caused by weeping for the,

refugees from Bangla Desh and wag apprqpriately called "Jay Banla," on :
"Long live Bengal.' .

- -
L3

3a

. Jay Barla = . . .
/ .

Well, Karuna, ] : ~ P
See, everybody's eyes are red. ° o /
Everybody has caught the disease "Jay Baila." .
If you get, it, you will not be cured for three s

days. . —— ,r“)
" "Penicillin" and "capsules" are useless,. ‘ :
Just wash your-eyes with salt water. ’ 7
If you shed tears they will burn less, i «
But the redness will not go away.
Not only pickpockets, but everybody is using /
sun glasses. *
Once you getgby "Jay Banla, you have to 't
Even if you say ""Baba" }it won't go aw
You shouldn't stare ag anything.
When you wake up- in the morning y
your eyes ‘stiick tloged.

will find -

W o

. The sounds of the guns and cannons can be ////,/




,/][ / \ : - 136 -

, Ve ’ .
~ . . \/
‘ N
/
No one knows the originh of the disease
- That only affects the eyes 7

Why don't you attack big &fid strong

eople instead? .
(Bandopadhyay 1972a: 7) ’

I

Folk songs address a wide yariety of topics, but it is not the. subject
matter alone that explains theAr popular appeal. Several devices are used
in Bengal to achieve maximum flexibility 4n presenting a case.and evoki
a wide range of response from the audience. Humor and satire are, of &ourse,
common. Tension-ridden ‘issues, when made the subject of mirth, appear less
formidabla and ésddenly capable of solution. What appears humorous to ‘one
section -of the population, however, may be gonsidered a serious rendering

e

of fhe'31tuation to another. For examﬁle, se of English and upper- P
{L class phrases in the mouth.of an illiterate cuYtivator striving to be /////
"modern" is a source of amusement to the factdry worker or businessman,

but an accurate-humorless rendering for the cultivator. Where the popula-
tion is heterogeneous in class and caste affiliation, songs may be vari sly
interpreted by different people.

) ObJectifibation of the subJect matter may be highlighted by the

- bhapita, or signature line. The' bhayita is a commonly wsed formula in

Vaisnava lyrics on which Baul somgs are patterned, and today is common in
bther genres of folk song as well. In these last few lines tfhe song
writer may simply identify himself or he may take the opportunity to step
back/ from. the scene he has just described and comment upon 4t. As a com—
mentator, he may thereby place the situation in an entirely new perspective,
or he may sympathize with and reiterate the plight of oné of the characters
involved. 1In either case, the outside point of view provides the listener

"with a new frame of reference. In the’next section the songs are of parti-~

- cular interest since they are sung in the traditional baul.sur, or melody,
but are not necessarily sung by a-Baul. ' ’

. Nilkanta Das is one such devotee, a wandering minstrel of the Boisnob
sect who lives with his mother in Bankura District. Carrying only a smal »
_ bundle of clothes and his khanjani, small bell-metal cymbals, for music
» accompaniment, he travels from village to village and house to house with
a repertory of Baul songs, kzrtan,lz and film songs. Once a year he comes
to Rajmath where he is given shelter for two nights at the house of a
Brahman family. The towm of Rajmath is located on the edge of a major
urban—industrial center in Wegt Bengal and many of the inhabitants, only
*receI;iy absorbed into the labor, force of local industries, continue to
tultivate land in the surrounding villages. Some families derive their
subsistence from cultivation jgnd factory work, while others. depend entirely
on jobs as workers, clerks,” and businessmen. The young peopld strive to ’
e find jobs in industry’ that will bring them a regular income and enable them
to buy the latest prestige items: a radio, a watch, a bicycle, etc. They
look on cultivation as.unrewarding and somewhat demeaning, while their
elders frequently scorn the new fashions and notions. that urban industrial

"
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life has introduceds babu, or Westernizéd gentleman who exhibits s
an air of urbane ease I"leisure, disdainfyl”of physical labor, is parti- . . |

-~ cularly subject to sagirical treatment. t is from Nilkanta Das in the LT
town of Rajmath th///fﬁé songs of ion IV were colleqted.

’, Thg/pﬁﬁﬁiffion of Rajmath, only fifteen years ago rutal and agricul-

subject to the pressures of inflation and spiraling material
aspirations. The songs that follow express the difficulties 'in-
-7 herent i attempting to abide by ‘traditional .cultural ideals in a rapidly

“cz;?g;ng world. Through satire, the incongruous nature of evwlving social

pa s and the apparent absurdity of particular cultural values are high- ' .
! lighted. ‘
// One of the greatest burdens faced by-the population is the ever in-

creasing cost of marrying off a daughter. Where once bride price prevailed,
dowry has become a widespread custom. The following song expresses the dis-—
“ may felt by a father at the prospect of finding a suitable bride-groom for
7 his daughter. He laments the materialism displayed by a boy'4 family unddr’
. the guise of modesty and complains that even when the boy is uneducated,
, they demand expensive items —- a radio, a bicycle, and diamond ring —- the _ ,
, . Status symbols of modern youth. The prospective mother-in-Xay who- can N
' wnever beé* satisfied and the worried mother who thinks only of her daSghter's
- marriage are made o?jects of humor. .

L, -

¢ - I cannot bear the regponsibility -
Of marrying off my aughter://////////
Worrying, I # ungble to €ep, ‘
I have lost al;/ézggtifngI//
I wander fro?/glaéé to -place , N
In search of-a groom for my daughter. ' ) i
Like a beggar I go from door to door. = . ‘
Pulling the ghomta [end of sari] this way and that. ) .
y The boy's mother is very grave. e
y If a thousand rupees are not forthcoming, she sulks, )
In any case, she never stops grumbling. ot .
"My son is a high school graduate, :
If you don't give him a 'radio,’ .. . \\“_
When the father of the boy sees his son's _ ‘o ‘
future mother-in-law,
He forgets all [reason]. .
He demands thirty tolas of gold, buttons and
a watch. ‘
And *all the necessary household goods must b
weighty. _ hd
” If the phul-8ffa gifts are not good enou
: There will be no wedding.
J .. Even a boy who has never gone to scho
\\, Will not agree to marry :
Unlegs he is given a 'Hunter cyc

\,

If there is noeiamond ring, . - .
There will be no wedding. .

135 ‘




3

W : S
.ﬂ *

Thinking of this, Gousai Harapad{ says,

, ’ "I have been relieved of one daugh Y; I don't BN R
i want any more. : '
b ' Then, too, I can no logger'eﬁﬂhre the constant - v,

. chatter of my daughter's mother, « - ‘ .
Who makes me night-blind during the day.

_.In the next song a man bemoans the change his life has undergone siﬁce
marriage. He has fallen'prey to the whims of his wife, who not only de-
mands the latest ﬁaghionable items, but leaves him to care for the child
while she entertains herself in the city. Unemployed, he wonders how he

*will feed his growing family. The song writer puts him in his place‘whe;

_ he comments that these miseries are nothing compared,to what is to come
after a few more years of marriage. i N

L

Since marriage I have turned into a bullock. . N ! \
I travelled far and ne¥r before my wedding, \ i
-And I wore expensive clothes. ‘ . .
_ Since marria§e, brother, I ha become a"fuse.'13 N N
Laughingly my wife saysh -
. "I will go to the 'cinema hall;'
. . Please buy a ticket and baby sit- for me.'
My wife wants a hakaba sari,?d . .
A vanity bag for her 'left hand ‘and a wrist ’ ~

. watch for Q&gﬂ ight. g ) .
" ’ Furthermore, brotheér, she wants eyeglasses. .
) What/a bother! ) Ce B
¢« First I was one, then we became two,:
. - And in the course of the year we added one more. ’ -
’ . . I have no job, brother; how will I feed the ‘ ‘ *
: : children? . ) . - QW
G A~ - :
’ Thinking of this, Gau;aqgadas says to me, : o
.Why should you worry so soon after marriage? :
You will only realize the.true fun-of marriage D
p after a while., v

This song does not reflect a generally accep attitude towdrd either -
- . marriage or wives. Indeed, no single positidn is consistently satirized
or sympathized with. Instead we.find *that the song writer takes a variety .
of. social roles and ppinions. B
, T In the next song, a man tells his wife that when he gets a job in the
< ".factory, their problems will be solvede and they will live a life of ease
- and plenty. Cohcern for her well-being is, expressed in his promises to
her." Whereas the song would be considered satirical from'the point Of view
of those whe have tasted the fruits of factory work, we can alsd see how,
g *for the landless cultivator -who no, longer findsvland to‘cultivac{? it might
- be dnderstood as an expression of his own aspifations,

. LY “. *




,Oh wife, please ma?e some tea. u < i \ -

¢ ‘Oh my dear wife, - -
There Jlore cult:ivat:ion* I will take a job
. Farming is no -
. - In wonsoon one s feet: come C‘e in t:he water .
* and mud. , -~
*. A job is'a lot of fun. s . ; o

I will walk around in a 'suit' and shoes. -
I will get 'permanent: work in -the 'steel' plant: . .
I will get five hundred rupees salary, why » . .
should I worry. \\ 'Y .
' % "I'won't keep you in this dilapidat:ed hbusg. .
- I will take you to & new ‘*quarter. ' AN o
- Please wife, go and bring’ a half kilo of ) .
.wheat from the store . .
And quickly make three or four par'athae . .>°
Serve me two of them with tea and put the
. rest in my 'tiffin carrier. R .
‘There will be no more husking paddy or frying ‘\r o
rice. ©os - '
Wife, you will only have to get up early and cook .
And after ‘ten in the morning, - . - '\fi "

- Youycan sleep all day long. ) \ . n .
Aftex _getting my salary, I will buy you a 'aylon : i

8
. ) i. * ¢ . . . A4
. . ,0h wif& don"t look unhappy. s ! . ¢

I will have a necklaja made f£ox}you wheh- I éet
— puga 'bonus. ' ’ ] K ‘
* ’ " . At four o'clock in the afternoon we will take o ‘
. a walk go_the market, . . et -
. . We o will take a ricksaw. ' - \ w T
\ We will go to the' '¢inema' or’theatér and buy . ] el
'interclass [second class] t:icket:s. . . : R *

t

v Teo much display of ,doting affectsion makee t:he yqung husband object .. ‘
of ridicule and aught:er » the next sohg. - Where *the nﬁr fe moves into* -

her father-in-14&w's home, the 'troublesdme relat:i‘onshi} tween the son, his
mgt:l'ber,wa?d hi,a. wife .is proverb.ial ﬁere th&-writer pokes fun at oung e
hushgnd tjh;il‘inded with love for his-wife, forgets 411 duty- to Bk, - ’

«~ ’ mothet, threatening her if she failg to treat his wife with proper care‘
"Oh mother, don' t abuse my wife. S
‘If you abuse her, I won't stand for it. : '
. She comes from another familylz’
o And I marrier her,
. If she goes without food, : -
Then I wonj give you any efther, . s
. Don't give my wife any cooking to do; . ‘
Y You do it yourself. -
. ’ . Otherwise the heat of the fire will kill her
RN 7L * And I'll not get back again.
. ’ Don't let my wife break up the coalj
- She'll be covered with dirt and coal dust.
v, If you make life -painful for her, then I'1l
. -+ & make !:s\so for you too.




. If my wife falls asleep, ) .
Then, fan her gently, -
And mass age her body. ) <. '
Or I'll make life difficult for you. .

My wife i3 a mere child; - . . -

I try to keep her happy. ’
Seeing her so, soothes me.
Don"t give her any trouble. )

% ) .. ,
¢ In ;;t\;no?her song, the song writer gives the mother's point of view.

The writer s closing comment seems to imply that there is no end to com- '
plaining. ' It may also, hbwever, be directed aglinst modern young girls:

- who seem to have lost all moral sense, .who are disrespectful to traditional *

customs of worship and their elders, in- ‘particular their in—laws.

. For what do I have a son and a daughter—in—lﬁw\\\<w

. If I Wave to cry for my food? . e

Mother's hair is drying up, -

. But -there i8 a bottle of perfumed hair oil for

N is wife. 1
\\ ~: Peqple ‘will say, Mother is going crazy. ¢

«7 '\ * Ten months sgnd ten days of pregnancy, . ) . .

“o - Then I raised yéu with dffficulty. N - S e

~4Y¥  How muck"I spept on your wedding, - ’ s

* . But the 8aughter-in-law came only to eat, } . - w
And like- a queen she rules the house.
Gopal says, ;Dear mother, don't criticize her. 5 * & . * :
If you do you'll learn your lessoh." o s

) 'In this*age ‘of kalt, there is no right or wrong . -

" and no respeqgt. for elders. p N

$he ife too is disrespectful and refuses - ’

N . .to worship salgram [the MOusehold deity, ot

" Mahadev]. . P R R ) !

VS Though her parents-in-law are invaluable gems, . . . .
"' * She can't stand,to set’ eyes on ‘them. ) 7 . !

« What 111 luck'that.I $hould*have.suth a : o .o <
o virfueless daughter-in-1aw. . .
What boon did I ask from god? . - ) . . ¢
Nilkanta says, I am dying, and I will live ' no ) . .
longer.

-

. , ’)
The potentiality of the bhan&ta, then, is most fully realized when
the song writer is slightly ambiguous in his commentary. Rather than giving
za straightforward moral interpretation, he may be merely suggestive; that is, ‘t
" his sardonic and humorous tone may be interpreted .in one of several ways., .
The listener, identifying with the poet, is made to feel as if he himself . °
* has stepped outside the situation and faces it d4n an objective mapner. This é
tradition of self-reflection, subtly combining a génse for both- the: humer 7‘
and ‘the ttragedy of the human eonditiOn, occurs throughout Bengali folklore.

.
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While in some songs d particular position is assumed in the bod;\\} ,
the song, in others the writer remains aloof from the subjece matter under
consideration. In the song that follows it is' clear that® the. writer de-
plores the topsy-turvy world that the desire for money. haswcreated.

Kulins, ritually the purest of the Brahmams, can, if'they arg” wealthy,
get away with performing their rituals imperfectly. .They.can eve wor—
ship Coitanya, the fifteenth century Vaisnavite-saint who preaches dn ascetic
“ecstatic devotionalism ag opposed to ortho%wx Brahmanism. K Muchis, the Un-"
Jtouchable caste of cobblers, can tven live Well. At the same time' the

riter notes that those who are rot suffic1entiy greedy;to amass monet ary "o
ﬁEEIthnare miserable. This, he laments; is the state of affairs, but he
withdraws from-judglng the individuals- Invqlved. It is possible there-

, fore, for people in ry different positions*in the soc1ety to listen, to
enjoy and to 1dent1fy w1th the subjece' each with his own interpretation.

N\

- If .you haverho money, s :

No one will respect you. : i . ‘

Those who have:racquired money at hohe, " ) -«

By means of money—lending,

Can make their pot bellies groy ever biggEI

. .Y .. .merely with fried peppers. .t . - . ‘

) "~ They have np rieed for mi ko Co X . -

Many kuZzn Brahmans, by e@ﬂgtreng;h of money,< ‘

: Pollqw1ng imperfeét ritualk, 4 .5 ¥ T

.o WOrship shaveg:sheaded Coithnya. 5 Lo .o
Even a Muchigfj? he has money, | 3 v ’ o

¢ '~ -Lives merrilys/’ : : ‘

. How devoted a woman 1is

: To a husband.who has mdney.

- s

M - *

[She will say] "Where'is my so
. It is late in the day,
' , And I haven't eaten yet.

Call my husband home.'™ g' .

.§'fatheg?

~

’

-

But what does a wife say
Whose husband is without money,
[She will say] "My life has Become hell
T e . In the hands of this worthless man. - v
My father has married me
To a person despised even by the devil."

’
Thﬁnking of all this, Gousai»Haripada says,
Listen, Mr. Money, ‘

’ Bam3charan [Everyman] cries day and nig r money.

¢ ,ghe frequent use of English suggesL__Lhéf/:;zg;j:;;\ﬁighf’Eaﬁﬁaﬁi:ff
cate fo a very limited English speaking public. Although many English
words and phrases have been taken into Bengali, they need not, however, be
understood literally to convey particular‘connotations. Nor do they only
reflect increasing use of English, although they may do that as well.
Nilkanta Das sings not only for those'‘who are educated, who know and use
English, but also for the uneducated, unskilled workers and cultivators

for whom the English language can evoke very different kinds of imagery.
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{ [ Frequently the very use of English, the language of the mére educated
' g guag ,
higher classes, takes on importafice rather than the_ denotative meanings
‘ -\ of the words gmployed. Their usage'lends an au¥ra of aut‘enticity to what

.

is sung and/bér spoken.

o Conno‘ta’tions tend to vary with audience and context. In the third

' song for example, the English wrds "suit," "permanent,' "nylon," etc. may

”~ be positive in, connotation: the items they designate are, for the young

! and newly-married cultivator who strives to get ahead, qssociated -with a
. desirable way, of life. At 'the same time for the upper elasses, the culti-

vator's naive idealism about the ease with which .these gre acquired opce
’ he* gets a JOb and the haphazard English usage which suggests a striving
’ to ﬁaise h:.sfgtat:us, would be considered humorous. In the 'next song
’ English phrases may be associated with a scornful, attitude towa¥ds modern<
day fashions and behavior which, frcy‘rthe point of view of the older male
— \ generation, seem morally corrupt. \ ‘ - :

P
0

If you try to say what 'ought to be,'
Your wives would twist your ears. - .
So say, brother, who will dare say what ‘ought
. to be?' ' ' s
f l these Bengali boys L. .
N ave .discarll ed dhott 6-and now. wear crousers. .
,, / . R They show off (their -’ faghion; ' .
b ~*+  They tighwen t:h!\ir Belts; ¥ e, .
"~ They yalk swinging their hips. Co )
L S .It.has become fashionable to grew a beard /
B i ¢ Whlqh aftey t;(imming, they 'shampoo. ' . .
, ; They suff r from contagious diseases’ .
%afraid to tell. . .
i oy * © All these unhmarried girls -, )
B - Discard saris 'and wear 'mini' skirts. a
" » They sway in fashionable shoes; . 4
They have sleeveless 'blouses' made, ’ , o
L * Their open back exposing their bare waists. .
. - * Bhe old mother, the young bride and her mother-
N .. . in-law all behave. alike.
N > E They wear embroidered petticoats,
. . . "And attach 'lace' to them. :
After having eaten,.
- ' ’ *  These people, ‘chewing betel, . .
" Go to the movies. v, - .

. )

0. . ‘ Of which 3

Thinking about t:his, Purnando says,

-

. How much more will I see in this age of kaZ'L. ' . .
Girls pugh on, ' '
yf Pass by, ing, "I am sorry." ® -
.. *-P——-'

o . The flexibility of these #aul songs lies then; ndt only in their s
frequently topical content, but also in several distinct devices used by

. the spng writer. As mentioned, he may inject humor into situatioens other-

wise the focus of conflict in the society. The bhapita may be used to

-
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‘impbrtance. By looking at the mundape and prosaic.in devotional folk

-

, ' 13-

£

. s '
further objectify and provide a new perspective on the situation. Dif-
ferent roles and points of view may be given by the author and sometimes
he equivocates*é% to his own, allowing the. audience to read into the
songs their own ingterpretations.  Also, he uses words and.phrases, some
in English, that carry a largely connotative Value for large sectors of
the population, rather than a specific dendtation. These devices all
permit maximum latitude in interpretations, and make it possible for ,
individuals in diverse roles and walks of life to derive enjoyment and
meaning from-the songs, .

- »

L IV

As a resilt of popularity gained through the work of Rabindranath

Tagore, the mystical and esoteric sopgs of the Bauls have received con-

siderable attention. The critical and unorthodox views of Tagore, at a

time of resistance. to conservative Hinduism and British rule, found in

the Bauls an 3deal indigenous tradition. to serve as a national symbol for .

the succeeding generation of Bengalis. The Baul, enshrined in.a met a-

physical doctrine espousing individualism, defiance of social norms, and

lofty egalitarian and spiritual ideals, came to stand for the soul of

Bengal. Subsequent attempts to search for and compile "true' Baul songs

led folklorists to overlook the more mundane and prosaic songs. This is

true of other devotlonal folk songs as well. ,For those in the humanistic
tradition, the songs' reflection of the spirit of the people explains their
widespread appeal, whereas for those in the anthropologigal tradition, their
expression of basic cultural values and attitudes does the same. Both the

Bhadu songs, performed on an_occasion that brings people together specifi-

cally for worship, and tge Baul songs, sung by individual wandering min-

strels, suggest that it “is not necessarily a unifying spirit or ‘attitude

that enables people of diverse backgrounds to gather together and enjoy the .
songs. Rather, it seems that a flexibility that permits incorporation of o
topical events and maximum latitude in interpretation has been of crucial ’

songs, we -may begin. to understand how traditional .folk.idioms persist ]
through time. . ;




- I . NOTES s

The Jtransliteration of Bengali words follows the system proposed by Inden
and ‘Dimoek (1970). .

l T would like to thank Shankar Bhattacharya, Tridib Biswas and Ajoy
' Guha without whose help these translations would have been impossible,
as well as Charles Capwell, George L. Hicks, and Marilyn. Trueblood,
wh'ose many comments and suggestions I found very helpful. I am also
grateful to the American Institute of Indian Studies that made research
~during 1970-1972 in West dengal possible.

. The concern with authentlcity, reliability and originality of the songs
is reflected in a-passage from a recent collection compiled by Deben
Bhattacharya: "The two most’ important sources of the texts available
are collections made by the Bauls themselves, and a Baul poet who is
still 1living today. Unfortunately neither is one hundred percent we-
liable. #The collections written ‘down by, semi-iiterate hands,. are not
always recorded faithfully and the poet has the habit- of. Zeamng his
own mark on the songe either deliberately or because of an occaséonal
lapse of. memory. It is almost certain that the eongs gwen hére will
differ from the originale.” (1969: 11). (The italics dre.my own.)
Although songs about the modern aspects of life and social injustice’s
are not entirely ignored, they are given but scant mention as a by-
product of the Baul penchant for incorporation. ,

3. Ashutosh Bhattacharya has written that Bhadu puJa is originally a
non-caste Hindu festivity and that both the legend and clay image are
recent accretions.  According to him, the songs cannot be considered
religious since they .incorporate subject matter by whim, concerning
such subjects as houseliold affairs and the hopes of young unmarried
girls. This too is an example of the concern for origin, purity, and
ideal-types in the folklorist traditionm.
. . b

4. For some folklorists the lore should be maintained only in the oral.
tradition, so that these songs, as published works, might not qualify
as folksongs. Since they are primarily passed around by word of mouth

however, I will consider them as ch.
”

-~

’
- .

.. Knirkadam is & type of* Bengali stréet and Savarkar, the name of a
sweet shop. . - ‘ R , . ’

) . . .o , .
6.:" "Inverted commas" Set off the-English usage of a term,
- . . . r / -
7. 'Ba' is bere‘a‘bun,on the Bengali-word bié-marriage. B
8. This refers to the night after the weddidg ceremony’at the btide s
" parénts' house, when the bride.and groom are to stay awake’ all-night.
The bride's female relatives tease the’ couple, espegially the* groom
ard try to make him sing., ’ ) . A .
9. Phul Bafffa refers to the third night aften,fhe wedding ceremony, when
the marriage is consummated« Their bed +is bedecked in flowers. ‘

* .
v [
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" 11. .Viasnava lyrics da®® back to the fourteenth-through-seventeenth

. - 145 « L \ -

TR
. . $

-~ —r—
-
»

- - ~ .‘. . N .‘
10. ‘'Baba lltgrally means 'fathez,' byt is used idiomatically to

_apizf_s5 someone. - ) ,

enturies, when the bhakti movement spread across northern and .
eastern India. Although the bhanita Ims been considered dis-
tinctive of these lyrics and latér Baul saongs, we find them today
- in Bhadu songs, Shyama songs, and other, devotional songs-.

12. Kirtan is a form of worship, sung in praise of Radha and Krishna.

13. The reference here is to an electrical fuse that blows easily.

1l4. People outside the family come as guests 66 the house and are, .
treated with special solicitude. Since a girl is supposed to be-:
come part of her husband's family after marriage, she, of course,
does not qualify for such treatment. The stereotype has it that
the new bride is frequently burdened with hard work. Heré the
husband wants to make sure that she gets the special care- given
to guests. .

15. Uhoiled hair is associated with illness or madness. It 18 com-
" monly said that the *head spins if ‘one fails.to oil it daily.
\ /

'16. A dhotl is part of the traditional Bengali-man's dress. : ‘

\ -
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SELECTIONS FROM JARIGAN, THE FOLK EPIC OF MUSLIM BENGAL

) A Brief Overview
In the nineteenth century, Bengal urban centers were the site of out-
standing poditical, philosophical, and literary innovations. The. oral
literature of rural communities was also developing along new lines. Bardic
. repertories which had been orally transmitted and refined through many cen-
turies were expanded,and altered to meet the current taste of mass audiences
. for-*large-scale spectacles! While such bet ter~known performances as kavigan
- and jatra developed around Hindu bardic traditions, jarigan drew on Muslim
sources. "The collection of songs presentefl’ here in translation belong to
this latter genre of bardic recital. .

Bengali recitals of narrative verse are traditionally chanted by a

chief bard, the mulgayen or boyati, assisted by a chorus, the dohar, liter-
ally "repeaters." Nineteenth-century audienced numbered 'in the thousands

- and bardic sessions extended for geveral Yays and nights at a stretch. To
‘'hold the interest of such audiences several teams.would be convened to add

. variety to the program by their individual performances, or would be pitted

. against each other in poetic debates. 1In addition to the standard ballads,
the repertories were expanded to include a variety of entertainment media:
dramatizations, dances, and vocal recitals of social and topical songs.

s The variety of song forms included in a jari program may be traced to

both pre-Muslim and Muslim sources. Jari, from the Persian zari, meaning

(lamentation) originally signified specific songs sung in the Muharram

festival: elegies and chansone de geste commemorating the battle of Karbala

and, in the process, the lives of all the prophets, saints, 'and heroes of

) Islamic religious history. Bards who assisted the religious leaders in the
chanting and singing of Muharram literature incorporated Muharram material
into their standard repertories. Thus a specific bardic reprertory. de-'
veloped which combined Muharram themes and song forms imported from Perso-
Arabic origins with local ballads and narrative verse forms of native
origin. This combined repertory, with its focus on Muharram themes and
its alternation between various literary media, parallels the tazia
(religfous dramas) which developed at the same time in the Middle East. In
Bengal the jari repértory produced a Muslim folk counterpart to the great

] Sanskritic epics. In addition, the "manly" character of its themes con-

_ trasts with the more romantic and subtle Vaisnav and Baul traditions in

Bengali folk Eiterature. 4 w

Jari singing is enjoyed by non-Muslims as well as Muslims in the way
any large festival in Bengal becomes intercommunal., A few groups find dis-
tasteful the historical inaccuracies of Muharram stories ag they do the
excesses of Muharram pageantry and penitential rituals from which jar?
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themes are derived. Orthodox Brahmans, orthodox Sunnis, and generally
all urbanized Bengalis cannot be expected to be interested in ‘jari per- . *v
formances. For this reason, jari songs have not received the scholarly
attention which has been given to other less controversial genres of

Bengali folk songs.

Today, with the social changes which have taken place since the inde-
pendence of the Indian sub-continent, full-scale performances of jari songs,
like those of kavijan and jatra, are disappearing. Now performances are
limited by the lack of young men willing to undergo the long apprenticeship
required to master a form of expression which cannot compete with the
cinema and transistor radio. Nevertheless, today's jari sessions and the
songs which have been collected from its aging bards attest to the former
vitality of this repertory.

The following translations are made of songs which were recorded and

) musically transcribed by this writer for a book by Jasimuddin, the "poet-—

laureate' of Bangladesh on jartgan (1968). This publication contains the
largest collection of jari songs in print. The examples below are only -
portions, fragments, of longer songs. They were chosen because they illus-
trate the wide range of themes and song styles which are employéd by a jari
singer. Examples of complete-'songs are to be found in the main body of
Jasimuddin's ¢ollection or in sections on jari found in anthologies of
Bengali folk song. .

There are two categories of song composition represented in the
examples below. Two songs (examples 1 and 4) are in a traditiopal verse
structure for narrative themes, the payar couplet, a pair of rhyming lines
containing fourteen syllables (not strictly adhered to in folk poetry) with
a binary subdivision of each line® '"the Bengali heroic verse.'" The other
songs are in a wide variety of structures of a more complex nature; some
are in couplet verses which are 1 nger or shorter than payar, others have
verses comprising from three to épelve lines. These dhuya songs supplement .
the payar songs in a jari singer's repertory as embellishments and inter-—
ludes to the corpus of narrative payar chants.

/

In the payar examples, the textual structure governs the melodic com-
position and the tune styles are relatively limited and’ repetitive. These
chants articulate most efficiently the ‘textual syllables, phrase groups,
line units and couplet structure of a lengthy narrational text. The chants
are capable of being imitated and taken up by the dohar.

In the dhuya examples, two styles‘of composition are found; both are
melodically more elaborate than the payar chants. In one style (exs. 3, 5,
6, 7, 8) the melodic composition articulates the textual elements and is
conducive to group singing. The other style of dhuya songs (exs. 2, 9, 10,
11, 12) consists of melodic compositions which develop independently of
their texts. In these latter compositions the verbal stress patterns arrvs'lr\)1
syntax aré altered to sujit the melody, This style 1s subject to indiyidua
improvisation and is nof easily sung in chorus. ., Although the particdlar
words and phrases are obscured by the melodic elaborations in this style,
the total effect of such songs “is arresting and- a mood is vividly conveyed.
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Vividly conveyed. oth kinds of dhuya song, whether of the group or solo
variety, are lyri songs par excellence, i.e., musical, and are integral
to a jart, recital as arias are to an opera. .
< 4

The poetic and mélqaic inventiveness found in elaborations of payar
chants and in dhuye songs themselves are an identifying féature of the &
Jart craft. The payar-¥huya polarity found in the examples below re- .
flects the heterogeneous quality of modern bardic repertory in which the
boyati is free to digress and elaborate a standard chant with new composi-
tions (dhuya songs) and the dohar not only assist the boyati with refrains
and repetitions, but contribute a wide variety of dhuya‘songs which are com-
plete in themselves. From the elaborations of a traditdonal Jjari recitation
with its emphasis on narfative content has come a more sophisticated genre
combining narrative and lyrical compositions. This genre is more dramatic.
It stands in relation to traditional recitations as European miracle plays
do to chansons de geste. - )

The excerpts below have been arranged in the following order: an in-
vocation is followed by a series of narrations in chronological sequence,
ending with two interlude songs (this is not necessarily the order in which
an actual jart performqnﬁé evolves). The translations focus on narrational
content and verse structure. They are literal in order to preserve the
iconography and immediacy of the vignettes. Line and verse units are
written so as to reproduce the melodic syntax of each song. " All inter-
jections are transcribed phonetically, e.g., A! Are! Aha re! Ore! Go!, etc.
The dialectal character of jari language is not reproduced nor is the
rhythmec euphony and structural control of end-rhymes and inner assonances.
For an accurate conception of jari songs the reader must supply a poetic
and musical artistry not rendered by these translations.

1. Bandana (invocation).

An invocational passage such as this one is often included at the
beginning or end of a jari narration. This bandana-is in two parts. An
introductory address to the audience advises all in attendance to revere
Allah and execute Hig will. This followed by the religio-philosophic
views of the singer the frailty of earthly happiness and the imminence
of the Last Day. The mood is lyrically melancholy and complements the
more positive moods of the jari narratives themselves.

, The introductory portién of this passagé is in a recitative style.
Although there are three| lines defined by their end-rhyme, they -
ametrical, resembling prose, and the melody expresses this style. he
main part of the bandama is organized in payar couplets with four couplets
(eight lines) completing one melodic period or stanza. The melddy expresses
a good example of a standard payar thant,

4
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= A hai! A re! Say the name of Allah. . -
\ Ei jo! Aha re! Say Allah, Sah His name, believer.
Remain in whatever way you are. ,/////’)
' Are! .This coveted birth will never come again.

Saying Allah, call (upon) Him.

Are! Say.ZITBh. Say (His name), believer. Take '
v o Hissname once again, brother. )
'~ Are! Only the name of Allah is real; worldly con-
_ cerns are unreal (useless).
Are o! The saintly birth will never be again.
, " Allah will not arrange again this bazaar-of-the-moon.
Will there ever be agaimn the birth of mer? Shall we
sit row upon row?
Will Allah arrange this gatherlng—of the-mdon ?
" The days are over. God'"s creation is surrounded by

pleasures. ¢ ‘
- This world is a business of delight. Some weep, some*
laugh. ’

- 2. The poisoning of Hasan., >}

Some time before the battle of Karbala, Hasan, the elder brother
of Husein,.was p01soned through the instigation of the then Caliph Muawiya.
Unbeknownst to Hasan's wife, poison was placed in the water which she was
to give to her husband whgd he returned from the hunt.

The verse structure of this passage, isolated from the tune employed,
reveals couplet (non-payar) form. The tune is florid and alters the
\\\ coyplet to three lines per musical stanza.

After hunting,

(Hasan) asks his wife for water.
% Not knowing it was poison, his lady brought it and gave
i him drink. .
}

And when the Imam drank the poison,
0! His body became black from the poison.
ﬁrithing on the ground, Are! the Imam began to cry.

Crying, the Imam said: -

Lady, you were my love.

For what fault, Ha re' lady, have you made me drink
poison?

0 re! When the Imam said this, . ,
,His lady beat her head on the rock.
Good fortuneé), mine until today, has turned against me /
[literally, "My right-hand fortune until today has fallen
on the left."]

»




o R 3. Kasem~-Sokhina. ."® . . 9. b

On the seventh day of the battle of.Karbala, Kasem, a ung son of
Hasan, asks his uncle Husein to allow him to enter battle. in, after
trying to dissuade him, finally gives him permission. However, Husein -
, remembers the wish of his brother Hasan that Kasem should marry Sokhina, .

. Husein's daughter. Knowing that Kasem will be killed, Husein decides to

have the wedding that day. Indeed, on the same day as the wedding, Kasem

is killed in battle and his bride is left a widow. The pleadigg of Kasem -

for Husein's permission and that of his mother to go to battle, his wed--

ding with Sokhina, their parting, and the death of Kasem form the only

romantic episodes in the Karbala cycle. The Kasem-Sokhina songs are

\ahong the most popular of the jari songs. " ‘ .

The following passage is in a couplet form having three subdivisions
per line: the tripadi verse. It is particularly suited to romantic ,

themes. The tune in which the text is expressed is lively and regularly

" accented, resembling the tunes which express the "interlude" Songs at the
ends of this collection. The combination of a gay tune with a tragic
theme, whether intended or not, produces an extremely poignant effect.

e

O re! Arise Sokhina; hear me speak; already night has_
changed to dawn. . )

O re! On the battle field the kara [double-ended drum]
is sounded. In the door a sepoy is standing. To-
day I understand I .must go to battle.

/

4. The death of Kasem. °

After a brave but losing fight against the enemy, fﬁe young groom
Kasem is finally killed and his horse returns riderless to the tents .
of the women. .

L4

A

This passage is in payar verse. The refrain lines are probably sung
by the dohar, although they,were sung solo by.the bard recorded. The
tune for this passage is the most repetitive‘of those found in this col-
lection and it probably répresents a standard narrative chant style
similar to that of example 1. :

Call upon Allah, my dear ones; this sort of day will
not come again! .

Call upon Allah, my dear ones; this sort of day will . '
not come again!

Standing outside, the horse is making a crying sound.

Call upon Allah, my dear ones! e '

Standing outside, the horse began to cry.

Call upon Allah, my dear ones, this sort of day will
not comé again! .

-
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When they hear the horse making a crying sound,
the ladies say: > “'ot i ) l

Call upon Allah, my dear ones! s 0T 5

We understand that having fought in battle, Kasem
has come to this place.

Call upon Allah my dear ones; this sort of day
will not come again.

When they came outside, the ladies could see (that
Kasem was not there). . .

Call upon Allah, my dear ones; this sort of day ~//j\
will not come again. / . ;

1

5. The death of Ashgor Ali. ‘
Ashgor Ali was an infant son of Husein's. He died in his father's

arms with his throat pierced by an arrow. In this passage the Bengali poet

forgets that the event took place thousands of miles away in a barren re-

gion and he 1magines the kokilo, a native bird of Bengal, bringing the

news of the child's death to his mother. Animals appear in a number of

other jari episodes. They often have other miraculous powers as well as

that of human speech. In this passage the distraught kokiZlo interjects

‘his own bird sounds into his message. The message within his speech, the

brave words of the dying child, adds an extra touch of pathos.
-~ 2

The verse structure,of this passage is in distorted payar and the
tune structure is complex: ur musical phrases per couplet and an ir-
regular articulation of textdal stress and .syntax. Both the text and the
tune show the influence of §pontaneous composition.

A! At dawn the kokilo, re! said: Arise, sad mother; ’
I have come, re! to give you news; I am the black kokzlo.

. ¢ L]
I am a bird; I live in the forest; my nest is in the forest.
I saw the death, re! of Ashgor Ali; his life no longer survives.

ﬂ! At tha-timé/:; death Ashgor said: Koi-o! koi-o! »
koi-o! re! Take this news th my mother:
Your Ashgor has died, re!, by the hand of the terrible Kafir, re!

-

6. Husein's death.

. In this passage the horse of Husein, Kuldul, returns to the tents of

N

his family after he has been killed. The incident parallels that of Kasem's

death. Husein's horse was given to him by his illustrious father, Imam
Ali (also a martyr). Symbolic Dulduls are an important element in all
Muharram processions.

The verse structure is payar altered by the addition of interjections
and a short refrain to suit the more complex tune structure: five melodic
phrases per textual couplet‘ The melody is characterized by fioriture and
sustained notes. " : -
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"\ but he is kept for some_time in ptison.

Al Staying outside the horse, re! ) . f : :
Began to cry. ' ) < N
¢ Then, wheh (Husen's) wife hear it, 4 re!. e
' She came outside. ) . . o o %
0 re! What have I lost!, Re! ’ '
His lady said to the horse, Re! , ] -
. Tell me, dear Duldul, » -

Where have you left your rider? Go! 0 mori aha re!
You have come alone, re! .
. 7 0 re! What have I:lost} Aha. re! e € ’

- -

7. The.captivity'of Husein's family. ’
»

-

-

After the terf -days of fighting at Kafbgla when all Husein'"s men have
‘beenckilled and he finally succombs: to a brutal-death; his*head’is cut off
and taken to the Caliph Yezid.
daughters, and remaining small son, Joynal - all are taken to the qourt
of
th §evered head of her father.’ - e ¥

»

Husein's® surviving family -- wives, sisters,

ezid. JIn this passage the caliph taunts Husein's daughter, Fatema, with

The verse structure conseets oi’%ouplets \
with lengthened-syllables and interjections to
melodic structure.

hose lines are filled out
conform with a four-phrase

The irregular rhythmic patterns of the melody alter the

. 0!

normal stress patterns and syntax,of the text, but thereby dramatize the
horraq and grief of the seene described.

© O re! The terrible Ejid%said, O re!,
Come, take and eat (these) dates. .
He gave the severed head of Husein into her hands.

3

O re!’ Saying, Hai! Hai! (the women) wept. ., '

in front of Fatema:

Ore! (Fatema) said: oot

. This face-like-the-moon which I behold was his.
For what fault
my father?

id you put a knife in the throat-of

eeling in your body?

-of blood on this face~like-the-moon!

. . )
This 1s the c se.of my dear father!
(Your) fortune, re!, Ejid, is sin; you have done a sin. ’
This' (head) was the eyes-and-stars of Fatema. .

4 ¥

s

8. Joynal and Hahifs. : T “

Joynal, the surviying son of Husein, is spared by the Caliph Yezid,
Jaynal writes to his step-uncle
Hanifa'(a step~brother,of Husein) to tell him the tragic news of Karbala,
The, letter is-taken to Hanifa by & messengef, Kased. In this passage Hanif
receives the letter.- Sparing "the Kafer" refers to a fight Hanifa had with

,the Muawiyids previous to Karbala.

~ [ PETY
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. B The verse
A set .to three melo
* notes.

ucture consists of three relativél}’long textual lines .
phrases which are elaboxated by fioriture and sustained

-

) . 0 re!, When oﬁémmad,Hanlfa received the letter of Joynal, ’ oq
Hé received it from the hand of Kased; his heart was wvery happy.
L * ‘0O're! Reading the letter, he began to grow pale and faint

| \kid) L because of his brother [literally], step-brother.

| 0! Ki hat re! 1 could not see you, my brother! -
| S If I had known before that the Kafer would kill yow, brother, re’
| . 0 re! 1 would not have spared the Kafer in this world.

L 0! What! Hai re! My brothery you
I will not see you again, my brothex ing (on you) brother!
O re! ' This grief, this terrible grief formy brother! Re! My

heart can not endure it. ] N 4 .

9. Joynal and Hanifa. . v

After reading Joynal's letter, Hanifa goes to find him at the caliph's
palace. He meets a little boy in the courtyard who fights with him and, in :
the process, they recognize each other. This passage is Joynal's greeting to’
his uncle.

of the text. The tune is lively and rhythmically compelling.

A are! Joynal said: Uncle Hanifa, you have COMOF—te—ms
©) take me in your lap; fulfill my hearts desire.

My father, my uncles have died, darkening this house.

I am the only son to have escaped.

10. “Joynal and Hanifa.
\\\\

Hanifa greets Joynal. The concealed gra

. Husein's body by his wife and family under cov

Karbala. . r

' The verse 'structure is a triplet with two subidiw{ons per line and is
expressed by three or four (depending on alternate intexpretations) melodic
phrases which do not conform to the textual line structur Some verbal
stress ‘patterns are altered. <

. . Py
refers to the burying of \
of dark on the Yast day at *

\

. - > .

« 0 re!/JHanifa said: Come to my lap, Joynal, precious child.
0 re! 1In what grave is concealed my brother Husein?
O ref, .Take me to that grave; go/!, and make, it my grave.
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11, ~f5fér1ude song: The old man and his elderly bride-
_ Ihis‘exagple and the next are not necessarily limited to jari'sing-
‘4 * .ing. In this song the refrain, "Dhan tolo, dhan tolo bole," would .indi-
cate that, his* song may be sung at harvest time. However, the theme of
this song, the antics of an elderly peasant coupley . also, appears in the
. mummery of Muharram processio%s in South India. ) .

The verse structure comprises twelve lines: four couplets with a,
refrain line after the first and foyrth couplet, folléwed by half ae couplet
completed by the refrain line.' The tune expresses the textual elements.

It is rhythmically compellingfznd‘light in mood.

- . . 7

A

\\\Q§\\ The old man dancés; the bride of the old man dances.
They have rubbed paste on the holes in their teeth. No one .
notices. \ ) R '

The old man dances, the old woman dances. °
When he goes to the old woman, he speaks words of marriage to her.
The old woman quickly went-home to put on her gold.
Talking to_the mirror in her hand, the old woman began to- cry;
She began to consider that there were no teeth in'her meuth:~
What shall I do? There are no teeth in my mouth! .
How shall I go to my in-laws' house?
Saying pick the paddy, pick the paddy.
- The heavy cloth- has gotten wet. No one has noticed the mark.

s Saying pick the paddy, pick the paddy. . : . ’

i “ ,
12. Interlude song: The marriage of Town Ali with the sister of Sea Ali,

This fragment of a song is quoted in almost idenqigai form in another
collection of jari songs.as well as in Jasimuddin's anthology. 1It.may be a
favorite item in a jari program. . "

¥ “

A

The verse quoted consists of a short refrain, "Gun, gun, guny" intro-
ducing a triplet verse whose lines are broken into shoft‘phrases. The last

line is complete by the original refrain. The melody articulates the textual

. elements. It is rhythmically spirited and compelling.
] ~ .

A re! Gun, gun, gg?! Town Ali is marrying the sister of ’
Sea Ali. ,

They smoke the hukka noisily in Mecca: Chegor Ali, Bengor
Ali, Temor Ali puff.

Playing the gum-a-gum beat, they pull on the spinning
wheel of the old woman. Gun, gun, .dun! - '

+

N ¥ '
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Norman H. Zide ‘
‘ . “ .
. x
S TWELVE JADUR SONGS
' ot Translated
— . . Sfrom Mundart
. .+ The fexts of these songs are taken from Mundar{ Jadur Sbngs (by Ram

Dayal Munda and Normaz.Zide, Chicago, 1968, mimeographed), the texts and -
translations of eighty-four Jadur songs. The Mundari texts come through
R. D. Munda, some from versions published (sometimes revised by Munda) in
collections, and some from his own knowledge. The translations shere are
by Norman Zide. They aré fairly literal, but less systematically so than-
those in the bilingual c¢ollection. Those interested can find out more
about Mundari songs dn various articles of, Munda, and Zide and Munda, and
now in The Empty Distance Carries by Sitakand Mahapatra. Some of the
features'of Jadir song construttion are maintained in these translations:,
Ny e.g., the four-line stanza as two parallel couplets, the second derived
" (sometimes mechanigazly and 'illogically') from the first; the line repe-
tition, and recycling of lines in successive stanzas, and the nearly univer-
O\ + sal subject'matter of the songs: love, marriage, the passing ‘of youth, hard
©N t:imes..,‘ e i )

.

. \\\\\\\QOther characterigticé of the sqrgs, é.g., the pervasive onomatopoeia,
seems- impossible to convey in’ English poems (it is much more possible to -
convey this -- at least in part — in Qther Indian languages, e.g., Hindi
or Bengali), although in one song here (maran gara . . . ) I have tried to
put aecross some of the effect of the expressive —— visual -- verbs bijir-
bijir here translated as 'tb glitter,' and biyal-boyon 'to shine.' -

I.give the Mundari first-lines and the song numbers in Munda and Zide

(1968, see above) for anyone i;ﬁ;;ested in looking at the originals. L
Munda and Zide ) " Rumber here
. 48 jili-mildi sefén(g) re 1. .
Y.L maran(g) gara cirpi leka mainam 2.
. + 78 ringa do gulinca hijutana 3.
- 23 etan tolam rakab re maina 4,
. 67 - ne leka somge re , 5.
21 caudal cetgn re 6.
16" .  bundu tamajafii biurkena  \ 7.
77 . - rasika jao rasika 8.
10 ' ata-mata birko tala re - 9.
. 17 buruateni lelmere gatini. ) 10. -, >
38 hae dhoni sonamuni re 11, , -
" < 34 dundigara dukansae . 12,
The Mundari words-are pronounced with the vowels having -- roughly -- the
values they have in Italian. The.c in this transcription of Mundari is an ]
. "unaspirated (English) ch.' The consonants with dots under them are retro-
- flexed.

»
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On the wide-shining- rocks,

0 girls washing clothes,

1.

Girls washing clothes . .
Near the splashing waterfall,
" Boys scrubbing loincloths .

They're drifting away.
O boys scrubbing loincloths, -
" They're floating away.

The clothes are drifting --
N To the deeps where the snakes are.
The loincloths are floating —-—

To the place where the crocodiles live.; ‘\\#\

2. ' , o0

You glitter, girl bijir-bijir,

Like a cirpt fish fromthe bigy river, girl,
You shine, girl, biyan-boyon,

Like an aera fish from the stream, girl.
You glitter, girl, bijir-bijir, ) !
While your mother lives, girl. B -

You shine, girl, biyan-boyon,

While‘your father ¥ives, girl.

You'll work for a str
When your mother dies.
You'll drudge for a Sarga, gi
Whan your father's dead.

er;'girl, -

3.

There's a famlne coming, Gulinca,

-~ And you're fixing your hairknot.
There'll be a drought Mocokoni

-~ And you're smoothing your sari border.

You're fixing your hairknot,’
Will it feed us, your hairknot?

You're smoothing your border, 7
Will it help us, your border?’

I fix my hair because I feel'like fixing it,
Not for food, not for help.

I smooth my border because I want to smooth it,
Not for food, not for help., ///
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On your way up to the village, girl;

-You walk along -- fixing your hairknot.

On your way down to the hamlet, girl;

You go along a- smoothing your sari border.
You have the time, girl;

You walk along -- fixing your hair.

You have your youth, girl;

You go along -- smoothing your sari.

When your time goes, girl,
The knot comes loose.

When your youth passes, girl,
The border rips.

-

5.

Now, this season--

Marry her off.

When she's young like this

Give her in marriage.

If you won't marry her this year
Then keep her -- like paddy.

If you won't give her this year
Store her —- like tubers.

Keep her — like paddy --

You on the ecaudal,
Don't cry, girl:

You on the palanquin,
Don't weep, .girl.

Don't cry, .girl; L
The house will be
* Don't weep, girl;
The hearth i

' qmﬂ Temar,

ﬁag gathering straw.
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I want to regret, I want to be sorry
. All I tould marry was a hag gathering straw,
I want to régret, I want to be sorzy ¥

-

My sorrow
Layered like rock.

My grief
Trembled like leaves.

8.
Joy, old joy,
You don't come out, joy. '
Feeling, old feeling /////
You don't show now, feeling. -

P

Joy, like a leashed hawk, -
Have you tied yourself down, joy?
Feeling, kite-ini-a-cage,

Have you caged yourselfkyp, feeling?

Joy, the hawk-leash -- |
Take it off, joy.
Feeling, the kite-cage --
Break it off, feeling.

Joy, tha hawk leash —-
Take it off, joy.
Feeling, the kite-cage —-

Brezk it off, feeling.

Joy, the hawk leash —-

It doesn't come off, joy.
Feeling, the kite-cage —-
It won't bréak off, feeling.

9. ’

Don't leave me, dear;
In these thick woods.
Don't desert me, friend,
In this thorny place.

When I burned like fire.--
Didn't you see me?’

When I flowed like water --
Didn't you know me? )
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. . There was dust all over --
' \ I didn't see you. :
There was fog all around -- - *
I didn'’t know you.

"

; 10. .

From the mountain -~ I look for you, dear.
— You're not to be seen. )

From the plain -- I try to find you, dear.

. You're not to be found.

-
T

I wound hundi flowers on a stick, dear. - ,
You're not to be seen. .
' I strung garlands of Zca flowers; dear.
You're not to be found.

You're not to be seen. . .
And they withered -- on that stick.

You're not “to be found. 3
And they faded ~- on the string.

They withered ;;

. And my heart too.
> > They faded --

’ And my body too.

“n
7

, 11.

" Sonamani dear -- * oo
I'm miserable. -
Rupgmani dear --

I . I'm in such .trouble.
t ., .

Can't you see -— -
I'm miserable? °
- Don't you realize )
. : . I'm in trouble® ’ ’

I've worried and worried —-

And I'm withering.

I've grieved and grieved — .
And I'm fading away.

-~

12, *

- B -

. . Dukansae of Dundigara
. Is not afraid. )
Rotonsae of Ramgara
Is not frightened:
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Aruitoxt provided by Eic:

Make up -- for him -~
A hundred bows.
Prepare ~-- for him —-
Twenty bowstrings.

Let him stand up
Under the merel tree.
Let him be ready
Under the roZ,cE tree.

o
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James Fisher

' THREE NEPALESE "JOKES"

» Collected and trans-
lated in Nepal

Editor's Note: These 'jokes' or storles were collected in northerxn Nepal
in 1970. They represent a seldom collected or translated aspect of South
Asian folk literature. Humor, as has been noted again and again, provides"
outlets for socially repress®d desires -- or desires which are counter to
the society itself. ‘These three 'jokes' deal with suppresé@d themes in
South Asia -- what Ved Vatuk has identified as dominant themes in Séuth
Asian humor -- namely, sex, shit]. and sadism. In all three 'jokes,' one,
if not more, of these elements is used to evoke the laughter of the aud-
ience. They might be considered 'dirty' stories by some readers: I have
included them here because they do provide us with a new perspective on
South Asian culture and folk literature. '

v

L

In a village between Bhot and Tarakot [or in Bhot], there lived a
man. He was so poor that he had nothing to eat or wear, so he wore only
native clothes. He came to a house where an old man and woman lived. He
asked, "What are you sowing?" They said, "We are sowing wheat." Then the
beggar said, 'Let there be a good harvest-for you."” He moved on and came
to a boy and girl, and asked them what they were sowing; they said, "We are
sowing penises." .He said, "Let your feld produce a good arop of penises."

He cut 100 &nd opened a shop, selling a penis for Rs. 5. A nun came.and
asked what it was for sale -- she.couldn't recognize what a penis was. She
- asked what it was used for. The shopkeeper explained that if she said
"Teuk, teuk” it would come and have sexual intercourse with her; when she-
said "Hu kyu [sound of exhaustionl];" it would withdraw. She asked the

He went around the country and came back to find the field full of penises.\\\\kl/

- price, paid it, and took it home. That night she tried it and liked it (,——“‘\\\

vety much.. One day she went to another village to do gyan, but she forgot
- to bring the penis with her. She asked a man to go to her house and bring
a certain boxX without looking [at it] and gave him five rupees for his ef- .
forts. Shevhad said not to look, but it seemed very light and he’ was
curious about what could be im it. So on the way he opened the box“and‘
saw the penis., He thought this-was scandalous.and said, "Tsuk, tsuk' in
disgust. - At this the penis began to penetrate his anus, He became very
frightened and ran strgight“up the hill and back down to®the river and
fell asleéep from exhaustion,. sighing in fatigue in the process. So the .
penis withdrew. When he woke up, he furiously attacked the penis with his -
knife and cut it, into pieces. Then he wrapped it up in cloth, put it in
the box and delivered it to the nun.. That night the nun said, "Tsuk, tsuk,"
but the penjs didn't come, so she’ looked and saw that it was cut up and
dead. She thought a ldma doctor might be able to cure it, so she called
him to her house. She said nothing but justwplaced the butchered penis in -
a cup. The nun went away for a minute, ani/zge doctor thought the meat in

4 .
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the cup was for him to eat, so he ate it. Then the nun came again and the
doctor told her to bring what needed curing so he, could cure it. The nun

said, "But I put it in the cup in front of you." The doctor said that he

thought it was meat and had eaten it. )

o I

~

Once upon a time there lived an old man with his old wife. They had

three daughters. One married a bear, the second married a tiger, and the

third married a sheep. One day they visited their first daughter and the

bear son-in-law. The bear had nothing in his house to entertain his father-

in-law and the mother~in-law with. So he told his wife to heat red~hot g
“frying pan and went to a forest. There he ate as much as his stomach could
‘/eontain. Then he came back home and sat over the red-hot pan. The fat on

his buttock melted and fell into the pan. Then he defecated into the pan.

With this he ma#e very nice &akes. The old man and his wife lived there ,

for four or five days, happily eating those cakes. Then they went hack

home., One. day it took the fancy of the old man, to bake cakes as his bear

son-in-law did. aHe told his wife to heat red~hot a pan and himself ate a

lot. As his wife heated:- the pan, he sat over it to defecate. But his anus

was burnt and he was sick for many days. His old woman slowly nursed him

back to health. . / o .

Later they J:Rt to visit tHeir second daughter and the tiger son-in-
law. The tiger algp had nothing to give them"to eat, :so he made the 01%@3
man and the old woman each carry a bamboo basket and follow him to the
jungle. He “told theg to carry home whatever he threw into their baskets.
The tiger killed twdagoung buffaloes and threw them into a basket. The old
man and his wife carried them to the tiger's home where they stayed for -
four or five days, eating meat to their heart'c content. At last, they
came back home. Once home the old man went one‘day to where there was a
flock of buffaloes. He made his wife carry_a basket and told her to earry
straight home whatever was thrown into her basket. But the buffaloes gored’ 1
him with their horns and threw him headlong into the old woman's basket. -
'Upon reaching home, the old woman found the old man lying senseless in’ the™ v

Al

"basket. With a great deal of cate she nursed him back to health. R

Then, they went to see their third daughter and the sheep son—in-Iaw.
The sheep took them to_a forest and felled trees by butting them with his
horns and gave them enough wood for wihter.’' With this wood, they were N
warm all winter until the stock of wood was finished. So the old man went
to a forest with his wife.fi;ezood There he died in his attempt to fell

tf@es, butting them as his P son—in—law had done.
* ‘ L o

° - ¢

. ' it1

-

A & B were travelling around and on their way they saw_a ‘man carry—
ing a double load of clay pots. A asked B if he could make’ those pots
break themselves. B asked how. Then A put off his cap, took it in his”

o

-
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hand, and just ran by that man. The man asked A why he was running. A
said, "Don't you see, the sky is catching fire?" Then the man "looked up
and as he did so, the rope which he had stretched against his forehead got
loose, making all his earthen pots fall to the ground and break into pieces.
Then the two friends giggled and proceeded further. -

Later they came across a man and his wife. Then B asked A if he could
cause a quarrel among those two men. A asked B how. So B called the man's
wife and whispered to her, "I am whispering and the whisper has no mean-
ing." Saying this he went away. The woman got angry and went back to
where her husband was. Her husband asked her what B had told her. She
replied, "Nothing." So her husband got angry with her. He thought that .
Mr. B must be her love. So they sStarted quarreling. Again the two friends
laughed merrily and went on their way.

Some time later they came to a field where some girls were weeding.
Then Mr. A asked B whether he could make a girl eat his shit. B said,

"Let me see how you will do it." Then A went and stopped at a spot in the
field where the girls would have to come in the course of weeding. At that
spot he put some stone chips, defecated over them, and covered them with
earth. Then one of the girls, in the course of weeding, touched’the shit.
She at once shook her hand which struck against the stone chips. TRese
hurt her and she instantly raised -her hurt finger te her mouth. The two
friends laughed heartily and went on. . .
- -

.




Arlene R. K. Zide

FOUR FOLK TALES OF THE GORUM

Collected in
Orissa

These translations of Goruml narratives texts are from field notes
made by the present author in Orissa over the last six years. The
selection was made, not so much in pursuit of literary elegance, but .
rather as a sampling of themes and narrative styles typical of Gorum folk
tales.

The teller of such tales, usually an old woman or an old man who is
considered to be particularly adept at storytelling sits around drinking
pendom or ali? with the other people of the village during a festival. The
drinking, dancing, feasting and storytelling, typical of these frequent
festivals, will go on through the night, until everyone has fallen asleep .
or has drunk himself into a stupor. . ‘ s

., Of the four stories, the first is the most internally consistent Lhe-
matically, but not the most typical. Unlike two of the other three st ries,
which have mythological or supernatural themes, it is didactic and fable-
like in its conciseness, directness of theme and tongue-in-cheek, implicit
moral ending.- It is typical, however, in that the protagonists are the
ubiquitous old man and old woman of Koraput Munda stories. It is typical —
too in its pervasive humorous tone, and its argumentative old people as
vehicles of village humor. v

”-

Ny

The "women's 1ib" moral of the story is not inconsisteqk with the ‘
typical unHindu-like.freedom of Munda women. Munda women, unlike their
more recently arrived Hindu sisters, while having definite roles, still
have freedom of choice in matters such as matrimony, and can and do divorce .
an inadequate hushand, simply by picking up and leaving to go live with
someone‘else more congenial.

The stories with mythologigcal or supernatural themes are more typical
in their rambling style and "inconsistency" of story line. The .narrative
style, with continuous recapitulation of the action of the previous sentence,
e.g., She went there. Having gone there, she brought the boy home, etc.,
and affirmation as emphasis at various crucial points in the text are best
exemplified in the .second story. The narrator says: '"That's how it was,"
or "And sq saying, he did X." The dialogue, with its simplistic and often
syntactically ambiguous constructions reflecting everyday Gorum -speech,
forms the bulk of the text.

»

In the story of the sun and the moon, the story line seems to indi- /
cate an intention of "explaining," in a mythological sense, how the sun and
the moon came to be, and why one appears at night and the.other during the ///
day. However, the story goes on, beyond the suggestions of its title to
"explain" also why there are stars, and why the same face of the moon is
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always turned toward the earth. In this sense, the story is "inconsistent"

or less coherent in comparison with the story of the mushrooms which has a
single theme: the greedy old man" getting his just deserts from the old
woman who works hard while he lazes.

\

i \"

The inconsistencies in the story of the sun and the moon may perhaps
be ascribed to the combination of elements of two or more originally dis-
tinct stories from which the storyteller may have derived the present ver- -
sion.

The image of the moon as a flower (reflected) in a river, a theme in
itself, does not exactly parallel the image of the sun as a bull. The
latter, along with the poison-rain motif, recalls Velikovskian theories
of similar widespread mythological "ekplanations" for his hypothesized in-
trusion of the "comet" Venus at some point in real time ca. 1500 B.C.3 A
more striking parallel -- to the sun-as-bull abducting the girl mdtif —-
is the Zeus-Europa story, although of course, the parallel goes only so
far.

That this particular incident can be considered autonomous can be seen
from the fact that the tale could have ended with the phrase, because of
this ©t became day. However, the story does not end there in this partitu—
lar version, but goes on; a second -—- related -- incident emerges, one pro-
viding an explanation of the light of the moon, and the existence of stars
at night along with the moon (but not with the sun during the day)

There is not enough data to construct a plausible structural analysis
of the second story: e.g., why various seemingly (to a non-Gorum) unrelated
items are introduced at various points in the story (i. e., ''what is happen-

"
ing and why ) ¢ ’ o

The introduction of such seemingly unrelated items as the house spring-
ing up when the flower '"returns to" human form, the change in kin relation-
between the sun and the moon, the "eating" (eclipse, merger with #X of the
sun by the terrestrial people, etc., seem not to puzzle the Gorum listener.
Presumably some outsiders' questions have answers familiar to the Gorum
listeners, and/or the narrative structures of Gorum stories (and the cul-
tural presuppositions ties in with these) do not give rise to such questions
as trouble and confuse the outsider.

One possible analysis would concern the relationship with the "people"
down below, who,. after all, are: 1) different from the '"people" who live
"up'above," i.e., the sun and his children and the moon and her children;
and 2) who "eat"'the sun (merge with him,,eclipse him, kill him?).

The sun in-opposition to the moon also seems to indicate two clans
(moieti€s, people?). (It is not uninteresting to note in this connection
that there is a sun clan extant and prominent in the Gorum groups.) j

The relationships are obscure, but the stoxy hints of elements of
rivalry betweegltwo closely reZated groups (the sun and the moon) who are
clearly more different from tHe 'people" below, who threaten them in some.
way, than they are from each: other These '"people,” however, trace their

"origins to the "people" above. ' The theme of a brother and sister who
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T . - Story of the Man and ((oman, , ~ -
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later marty each dkher is not uncqggon among. the Koraput Munda groups.4

The third and fourth storjes. share’a common motif frequent in'sd¥ch
Gorum talesi that bf the search for a marriage partner for a young girl (or
young boy) who hasicome of age.} In':the third story,. of the ghost-boy, .
there is the element of surpriseé about the newly-acquired)partner,fin this
case’a ghost (in othar stories He [or she] may. turn out” o be a w ch, a

.+ crocodile, a bear, etc., and the "acgion",of the story usually involves
the escape from and/or, deception\of the undesirable new partner). is
story is interesting particularly\ for its characterization of- a ghost as
a drinker of the people's blood. & ’

. P . .e' Lm

The fourth story is.a good ex ple of the kind of humor a Gorum
associated with bodily functions and this is a frequenﬁ}subject in the
folktales, Like the first story, it is free from mythological or super-

~

natural motifs; rather, it<deals again with_the humor of retétionships within

a family;-in'this case between the san-in-lay and the fdthqf—in~law. The

father-in-law, thinking his son-in-1la deliberately brought spoiled crabs,
suggests he will' reéax him by getting\some for the son-in-law and feeding

them to him.  But as usual, it is the bld man who is the butt of the story
and he suffers an igmominious death. ‘

[ .
’

. S
Items supplied by the present trangiator fo aid the flow of the narra-
.tiq? in English, but, not present in the original text,’ are contained within
paréntheses, * It is frequently difficult 4o draw ﬁhe line between literal
and non™literal translations because of th vast difference between the two
laiguages\ We have attempted here to keep the translations as literal as
posgifBle without making them unintelligihle to an English speaker.
\ ' - ‘ ;
¥ ' I 'ﬁ 5 N / - -
. * N * h ‘

\ : e
- . ‘

There.was an old \wan and an old woman. * The old man used to go- for
mushrooms. The old woman used to go and work™(in the fields) for wages,

- The old man said: :

.~ "Say, old woman\ you go and Qg;

mushrooms." That's @he way the two
used” to talk. . ‘ *

%Lin thé fields and I'll go for "
=+ the-old woman and the old #nan —

-y "

So, . the old woman would jo and bridg home paddy (which she received as
wages for working in the' fields) and the old man would bring home mush- . -
rooms. .

L IS L A 5 N
’ The.old woman would carry home & man -‘of paddy, apd the old man would
bring back a basket of mushrooms. Af rvarls, the old woman would pound

the paddy 4nd the old man would wash th ﬁﬁghroogs. : ’ i
oo : Lt
- Now, ‘at their place there was a.roosted. and once (they came back

and found that) someone had killed the rooste
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" gaid the old man.

~
"0, old woman,

B . . S "f
"What, old man?", said she. - -
. . ".,A
a v'
"Some murderer has gone and killed our rooster. What” are we

going to do, old woman?" . L i

. . ,i
\ .
"Well, bring it over to me, old 1 man. Qut it up; le%'s cook
_it and eat it." 1

. -

"But, oldywomaﬁ, I have brought mushrooms."

3

. ’

"Never mind, old man, let's cook the" meat," and havingisaid this,
she mixed the mushrooms with the meat. R

¢ L3

The old man said: "But, old woman, I don't have ahy teeth.- Give he the
pieces of meat. You, old wogan, eat the bones." Then, the old.woman, tell-
ing-him it was all meat, gave the mushrooms to the old man; and the old

woman ate up all the rooster's meat. ! She tricked that old man by giving
, him only mﬁshrooms.

]

N 1I -, - o
. BN .
Story of the Sun and the Moon :
- .
At first there was neither the sun nor the;moon. And ‘gince they -
didn't 'exist, at first there was no earth ejther. The moon ‘and fhe sun . °
stayed in one place. The sun was a young man and the moor} was a young
woman. The two were sister and brother. That's how it was.

«

Since it was like that at first, there was neither sun nor moon. The

night was dark; and since it was dark there wasn't a (single) pe;éon
(living). -

L4

N Now, the moon went 'and became a flower and stayed in a rivér. The

sun, up above, had become a bull, and since he had done this, the flower %*
“stayed in the river.

One day the bufi came .down. Having come down, he saw the flower.: X . °

"Aha, there was no one before or #ow at this place._ ’. ‘ e

"Where does this flower come from? 1I'll pick this flower- and take it !
with me. And when I pick this.flower, I'll keep it in my house." - So gaying,"” f
., he began to go towards the flower. (But) the flower sank down inte*the {

water. The sun watched and watched until he couldn't watch anymore. Then.
,the 'sun’ climbed up above. \ \Q
- v . ) :.

>,
"The flower won't let me touch it. If I cause poisoned-water to rain "W i

on it, the flower will come out." So saying, the sun caused poisoned rain & b
|

to fall. When it, rained, the flower became a young woman an% came out. Then
a house sprang up there.

-4
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The sun-saw'(this)NETsm.above. T'Aha, a young woman! Where (has she
come) from? The moon, my sister, (looked) like that. 1Is that her'o# isn't
l it?. Well, I'll become a bull and go down and see." ' ”
\ . -
So saVing, he became a bull and went (down). When he wentx(aown), the =
young womén wasn't able to see him. So the bull caught hold of her and

lifted her up (into the sky) . o ’ ;zi\; : “

The sun said: 'Where were you?"

i

"And where did you come from -- like a crazy old man -- and grab me!
. I don't know you." B } \\\;

The sun replied\\ "You are my w1fe, I am your husband. Let's us two set
up a household and e (together). And that's how it'll be for us."
And that's how it was. Then the eid—Howcan we live just by
ourselves. There are no people heré, no birds, how can' we ‘live? Let's
make just one person; then you become the day and I' ll‘be the night."

. e
That's what the moon said. 'The sun said: > .

"All right, let's, do it-that way. You stay right' here. 1I'll

-

come out first and I'1l'go. down aqd sée." /

After he said this, the sun became a bufl down below and' came out only once.
" Because Qszihis'it~became da?””““‘
t

From
once and cau

eg, the sun would éome out and be a bull. The people saw him .
ght the bull and.slaughtered him. Then they cut him-up and threw
the meat into their mouths to eat. But his spirit went yp and to his wife he
said: "No “from noW on I won't go down, and I won tliecome a bull. IfI go

dbwn, they will say ¥ am beef and they' ll slaughter and cut me up and eat
me." After he said that, his wife didn't let him go. (Ever) afterwards he,
didn't go below. He would only éo from one side to another just above the
clouds. T

&

¢ Later on, he hdd many chi The moon had fewer children. . The sun's
- children and the sun shone. When of_too hot, because of that the moon
" 'said: "Your children eat too much; eat my portion (too)." After’ she
said this to the sun, the sun ate up al d: (But) the'moon's
' . children all still were there.
»

Later, the sun exaid'~ J'lets
‘

see'your childre

So then he sdw that the moon still had (her) children {
there were, none at all oﬂ‘the sun's children (left)




The Ghost Boy ’

- »

There were two women and a girl. The girl said: 'O aunt, O mother,
how shall we live? Here there is no young man, no boy. Howlggﬁii\we go on
living?" . v
- L] . . l L
"0 girl, why do you worry? Tbmorrow, or the next day, somewhere or
- other ; 11 find a boy and br1ng ©iim back here.'
. (So saying) the follow1ng mornlng her mother went out to look. A ghost-boy.

was 31tt1ng on his grave; he d been slappgd down by fever. ~ -

‘e
-

"0 aunty, where.aré you going?" . - .
»
L] hd * \
"Well, ng I- have this n1ece, and I ve been going (around) looking for
' a young man. . .

- +
.
- ¥ .

. o ’

"Say, aunty, I' 11" come mysel£!" .
"Well, ¢come on tﬂEn son, 1et 's go. You'll like her." So she #nvited
the ghost-boy home. ° . .

. 2

TN .
N . . < - .
"Take a lock at who I haye-invited and brought home, girl! The young
woman said; ''You brought a good-one, mother." And so they wed.

/

Now, at night, the'young man would go t another village and would
drink several Qeople s blood. Then he would come bac®. One day the young
woman sawxthis and then two days she watched Cénd saw) that this one wasn't

. a young man; th1s one was a ghost—boy
_ . 2

o "I won 't stay with him! I,l&;go away, somewhere." So saying, the —
‘girl fled.’ '

)
*

- Her mOther and the ghost atdsed after her. The young woman entered
o the, housé of a witcH. The witch said: "It's good you came, girl, there s
A chicken,. tHere's rice and vegetables‘ if you cook (them)(you can) eat and
L, . give me some.. The young woman roasted the chicken, boiled the rice and
’ . cooked some meat. ,Thed she took out some of it, served it and gave it to
. the witch to eat. So they ate.
. .“ \ . N
- S o girl, go and sléep on this ‘mat."
. M \\, — , bt
’ ' The youngwwoman went to sleep. That night the witch kept lifting her
A\ ' head and putting it down again, saying: "I shall eat that young woman!"
. The ‘young woman opened her eyes. Then she thought: "This one’s a witch; -
I won't stay here!" : L

.
-

- So the young woman fled and the witch came rinning after her. But the .
youhg witan, crossed over to the'other side of a_river. he witch came to
the bank f the river and fell fast asleep, saying "If Yo\ come here, I

~

shall go and eat you.'

Saying, this, she fell fast asleep.
PR

\
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Later, a boatman came along and said (to her): "Where do you come
from?" ¢

8

(The witch replied:) "Uh:‘well, our daughter ran away and I have come
shere (in search of-her.)" : C

""That's not your daughter, you‘witch! I won't let you stay here."
And saying this, he stabbed her and threw her right into the river.

-

IV

. Crab Story
-
There were two people, an old man and an old woman.

There was also_one daughtef: They brought a son-in-law (home) for her.

-

"0 nephew'" they cdlled him.
and to his father-in-law, he replied:,"What, uncle?"

Y "Say, nephew, you stay and be a son-in-law for my daughter;"
‘he said.

"All right, then, uncle, I'll stay.",

And that's how it was.

One day, his father-in-law said to his nephew: "Say, nephew."

"What, uncle?" B , »

’

"Nothing, nephew, but today go catch and bring home two crabs."

- "OK, uncle, I'll do that," he said. So he took a stick and fish-=
trap and went to the river.. Then, he filled the trap with crabs, like,7 and
brought them home. That night, they were cooked and he fed them to his
father-in-law and mother-in~-law. Then his father-in-law started suddenly
to defecate on his sleeping-place. And his mother-~in-law began vomiting the
crabs on top of the old man.

N "Hey, old woman, here I' am defecating on my sleeping place and you
come out and vomit on me!"
"Héy;_old man, so did I see you! You were sleeping (there) in the
dark." )

That's the way it was.

Then the‘néphew said.to his ungle:, "If you ate even more,:ﬁbuldn't
that_have been good!!!" " ‘

hY
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"No, nephew, that's just the way my stomach is. Today, I'll go catch
crabs, nephew and I'll give them to you to eat." Saying this, the .old man
went to catch crabs. He went and put his hand into a crab hole. Then a
crab bit him on the hand. The old man bent over into the hole and was
silent. The crab kept biting and pinching (him) and he couldn't pull him—
self back out. And because of.that, the old man, unable to move from
there, died.

%
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,  NOTES (

lGorum (also known as Parengi, Pareng, Parenga in the early literature) .
is a Munda (tirbal) language spoken primarily in Koraput District, Orissa, ~
and also in some adjacent areas of Andhra Pradesh. It is a sister language )
of the better-known Sora (or Savara) or Ganjam, Koraput and neighboring
districts, -

2Pendom: rice and/or millet beer; aqli: distilled liquor usually of
the sakio tree, Caryota urens. L
3See Immanuel Velikovsky. HWorlds in Collision (New York: l§50), and
Earth in Upheaval (New York: 1955). ya ~

Ve

AIt is worth noting, incidentally, that the stories collectdd and
publighed by Verrier Elwin (Bondo Highlander, 1950, *and Tribal Myths of
Orissa, 1954.) from, presumably, these same Koraput Munda groups seem to

* bear. little or no resemblance to any stories collected and tramscribed in
the original languages by various members of the University of Chipégd
Munda Language Project (e.g., F. Fernandez, N. Zide, A. Zide, K. Mahapatra,
B. Mahapatra, S. Starosta, et al.), or by others {e.g., S, Bhattacharya,
. H. J. Pinnow). ) ,

- s

» Dman of maund, forty seers; i.e., eighty-four pounds. ) Y,

..
-, o

[ . -
6inger: young man of marriageable age, past puberty..

»
o

‘7N.B. The almost exactly‘analogous‘u§e in Gorum (and some other
Munda languages) of Zukun, 'like,' with a slang qée in English of a con-
cessive "like." ‘ T, : 7

-
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